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BITCH is a solo dance which explores the concept of ‘cultural anthropophagy’ as an 
embodied process of incarnation. With the aim of offering an alternative way to approach solo 
practice through a studio-based creative work, this doctoral research develops a solo 
methodology, the solo-cannibal practice. For the purposes of this research, I look at solo 
dance as an independent movement-based category of performance practice that, although 
usually performed by a single artist, is created from, and thrives on, collaboration. A solo-
cannibal method involves two intertwined paths: first, the development of procedures which 
aim to animate anthropophagy in my body; and second, a devouring process in which I take 
over the other artist. On looking at the solo practice as a means to activate relationship in 
which the soloist draws on, is influenced by, and collaborates with other artists, queer solo 
artist Nando Messias acted as a creative collaborator in the present research. Anthropophagic 
collaboration is, thus, a form of appropriation that happens in the body via the metaphorical 
act of devouring the other. My proposal develops anthropophagy as a political form of 
resistance and queer decolonising strategy, drawing from the concept of anthropophagy as 
coined by Oswald de Andrade in 1928, as well as later manoeuvres, particularly the ones 
proposed by Clark, Rolnik, Viveiros de Castro, and Mombaça.  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Prologue 
I open my mouth.  
I open it wider and perceive my head making a curve backwards.  
I push my sphincter down. It engages my bowels and my palate arches up.  
Now, while pushing my sphincter down, I open my mouth wide again, connecting both ends. 
The anus-to-mouth move produces an expelling evolution in my body.  
I is open. I is another. 
I am Alexandra, I am Nando, I am Tupi. 
I am woman, I am Bitch. I am anthropophagy. 
I am Cunhambebe and the jaguar––the metamorphic Tupi chief. 
From my mouth I am Clark and Kilomba, from my anus I am Messias and Mombaça. 
My whole body is open. My whole body is mouth. All its holes are mouths. I am Augusto de 
Campos. I swallow you up. You taste well.  
I work from the brain of the gut. 
My devouring forms and de-forms me. She who eats will also be eaten. 
I am animal. 
I am Tuesday, my childhood bitch. I am Whale, the Graciliano Ramos’ human-bitch. And I am 
Laika, the bitch who traveled into Cosmos. From the equation I part of the Kosmos to the 
axiom Kosmos part of I, as Oswald would say. 
A woman-animal.  
Me and the bitch, one continuous mass, with something ferocious in our communion. 
I don't walk alone. I am all of these. Solo not solo. 
My devouring body is never secured. 
I is open. I is another. 
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FIGURE 1 - BITCH, IMAGE FROM THE SHOW’S PROGRAM. DESIGN BY THIAGO GIORDANI. 
PHOTOS BY MARCELLA TOTH. 
The above words aim to illustrate the tangle of names and concepts which inhabited my body 
throughout this research project. My wish is to place you, the reader, at the guts of my 
cannibal practice, showing the intricacy between the solo performance BITCH I developed 
throughout this research, and anthropophagy, the theory which encircles this project. 
Moreover, my purpose is to announce that the document you are reading is what queer artist-
scholar Jota Mombaça (2015) has described as incarnated writing (escrita encarnada), so it 
has a rhythm that comes from the flesh. I use the word flesh as it marks the involvement 
between my writing and my body, which ultimately is what it means to incarnate it. In its 
etymology, the word incarnate derives from the late Latin incarnatus, meaning made flesh, 
and incarnare, to make flesh or be made flesh, so the incarnated writing is the writing that 
comes from, at the same time that forms, the flesh.  
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 What was formed in my flesh as a result of this research project is a devouring body, 
understood as a regime of energy that agencies the many connections my dance produced. I 
use the term energy as philosopher José Gil explains as a particular intensity produced by the 
dancers’ body, which enables the composition of ‘the most abstract tracing of 
movements’ (2006: 30). Hence, the energy, according to Gil, confers a force of truth to the 
metaphors used to describe a dance. Thus, as for the image that accompanies my introductory 
text above, I aim to show the specific kind of energy my project fabricated, and which I 
expound in this writing when defining the anthropophagic-body. Exploring anthropophagy in 
this project comprised working from the devouring metaphor through moving, that is, 
constructing the anthropophagic-body—a set of procedures composed by an exploration 
which engaged the mouth, intestines, umbilicus, vagina, and anus, that resulted from locating 
anthropophagy in my dancing body.  
 The image of me with a wide open mouth from which many threads come out alludes 
to the elements (the fur cape, the heels, the red threads) which I explored in my studio 
practice, and which are in the solo performance BITCH as well, giving valuable indications 
about the show.  
 Although complementary parts from the same incarnated process, this document will 
be read before the submission of the solo BITCH, which is to be accessed live close to the 
viva voce date. Thus, acknowledging the time lapse between the access to the writing 
component and the practice one, I hope the image and my verses above are provocative 
enough to guide the reader to consider both components as ingredients that complement one 
another, making the one-pot meal which is this thesis project.  1
 The alimentary metaphors, which are explored by the anthropophagic poets and writers and appear 1
in the contextual scholarly works, are also part of this writing throughout. 
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1. Introduction 
I am interested only in what is not mine. Law of man. Law of the anthropophagite.  2
Oswald de Andrade, Manifesto Antropófago. 
This thesis explores ‘cultural anthropophagy’ from a dancer’s point of view following the 
process of creating the solo BITCH. The solo and the thesis form the PhD submission. 
Through a studio-based creative work which acts in resonance with the contextual theories, 
this doctoral research results in the development of a solo methodology which I claim 
construes the use of anthropophagy as an embodied process of incarnation, a political form of 
resistance and decolonising strategy, which offers an innovative way of approaching solo 
practice. I suggest that anthropophagy is a strategy capable of setting out conditions for re-
thinking solo dance practice in contemporary arts and performance culture, aiming at 
addressing solo outside of constrictive parameters that perceive this category as an expression 
of a singular individual.  
 The solo-cannibal practice, as I propose it, is composed from the experiments which 
involve making the ‘devouring’ metaphor operative in the dancer’s body. Accordingly, the 
quest of locating anthropophagy in my dancing body generates what I define as 
anthropophagic-body, which results from an exploration of the body which is done by an 
engagement of its holes, especially the mouth and the anus. I suggest that this approach to 
anthropophagy, which is based on Mombaça’s concept of ‘devouring with the whole body’, 
brings this project in relation to a queer perspective that seeks to disrupt the heteronormative 
use of the body (Mombaça, 2015 and 2016. Lugones, 2007) (more on this below and in 
chapters 5 and 6). 
 In the thesis writing, I adopted the comprehensive English version of the Manifesto Antropófago 2
made by Lagnado and Lafuente (2015). 
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 As I explain throughout this thesis, the solo-cannibal practice involves two 
intertwined paths: first, the development of procedures which aim to animate anthropophagy 
in my body (the anthropophagic-body); and second, a devouring process in which I take over 
the other artist. In the case of the solo BITCH, I work in collaboration with queer solo artist 
Nando Messias.  
 In investigating anthropophagy from the dance practitioner lens, I am furthering 
anthropophagy as a Global South perspective, as well as providing a de-colonial method of 
solo dance practice which wishes to explore its collaborative potential. Thus, anthropophagy 
is core in the development of this practice-led project, particularly considering the 
development of this perspective in relation to de-colonial and queer contexts. 
 Anthropophagy, as formulated in the Manifesto Antropófago in 1928 by Oswald de 
Andrade,  is a derivative concept that draws from the Indigenous Brazilian Tupi People’s 3
anthropophagic ritual, a transformative ceremonial act that included eating the enemy.  4
Oswald proposed anthropophagy as a way to disturb Brazil’s submissive relation to Europe 
by introducing the idea of digesting and transforming external references as a new way of 
engendering art (Bopp, 2012). Anthropophagy, however, can be a slippery concept since the 
idea of ‘eating the other’ leaves room for misinterpretation if viewed as a savage carnage act. 
For example, in 2017, Brazilian journalist Sakamoto was largely criticised for an article in 
which he uses the term anthropophagy as lack of empathy, claiming that the social media 
manifestations of hatred can be compared with the anthropophagic act. His argument is 
 From this point on, I will refer to Oswald using his first name, following the way adopted by the 3
many scholars who write about him in Brazil.
 Drawing from Schechner conceptualisation, by ‘ritual’, I mean those performative instances that are 4
capable of destabilising relationships predetermined by the social structure, helping ‘people (and 
animals) deal with difficult transitions, ambivalent relationships, hierarchies, and desires that trouble, 
exceed, or violate the norms of daily life’ (Schechner, 2013: 52). Accordingly, I understand ritual as a 
process of transformation. Anthropophagy, as performed by the Tupi People, was a ritual which 
enabled self reconfiguration by establishing a contiguous relationship between self and enemy. See 
more on the anthropophagic ritual below and in chapter 3.
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essentially distinct from Oswald’s proposition. Hence, it is important to make an early remark 
that the notion of anthropophagy which I offer in this study draws from the de-colonial and 
deviant concept inaugurated by Oswald, which considered the Tupi ritualistic anthropophagic 
perspective.  
 The Tupi envisioned anthropophagy as a ritual of passage in which cannibalism acts 
as means of constituting oneself through an act of alterity (Sztutman, 2015). In view of this, 
anthropophagy in my study is the inverse of what Bauman (2000), drawing from Levi-
Strauss’ conceptualisation, formulates as anthropophagy. Bauman (2000) articulates 
anthropophagy as a practice of elimination of differences between individuals. This, as he 
proposes, acts as a metaphor for capitalist devouring in times of globalisation. Consisting of 
vomiting and spitting others out, Bauman’s use of anthropophagy as analogous to a mode of 
consumption does not take into account Oswald’s 1928 anthropophagic proposition. On the 
other hand, I look at Oswaldian anthropophagy as a creative source and a mode of alterity, 
thereby not one of elimination, but one of creative assimilation. My claim is that 
anthropophagy, in its own logic, and practices of subversion and resistance to power 
structures, provides a de-colonial means  of approaching a solo practice which aspires to 5
challenge the limits of solo-making as a self-indulgent practice.  
 As an important means of performance culture, the solo has been the focus of the 
current scholarship dedicated to question it as a category linked to solipsism and self-
containment (Lepecki, 2016 and 2006. Meyer, 2012. Burt, 2012. Schneider, 2005. Kalb, 
2001). Although a solo is rarely a product of an individual construction, solo has been a 
traditional site to perform one’s identity. Thus, how soloists construct practices wider than the 
singular, coping with more collaborative propositions, is a matter that has been examined by 
 On pages 21 and 22 below, I address the de-colonial potential of cultural anthropophagy as an 5
‘epistemology of the South’ (Santos, 2016a). I also explore this aspect in chapter 3, looking at the 
inaugural concept developed by Oswald as well as at current approaches to anthropophagy. 
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performance scholars such as Lepecki (2016), Dey (2015), Schneider (2005), and Bernstein 
(2001). Within this context, I propose to explore anthropophagy as an alternative way to 
potentiate and articulate relationships in my solo dance. Therefore, my practice-as-research 
study falls into the scope of solo practices that exist in relation to collaboration (Schneider, 
2005), by producing an alternative dance methodology which considers the anthropophagic 
thinking.  
 For the sake of this study, I define my practice as movement-based—specifically, 
grounded on, and devised from, the radicality of the body, generating an embodied process 
which produces the dance.  This potentially broad definition speaks to contemporary dance 6
practices which allow and promote intersections with the context of other arts. Marianela 
Boán explains this expanded understanding of dance as contaminated, that is, an impure 
dance in which movement research opens up to codes from other disciplinary contexts, 
resulting in works which might involve theatre, song, voice, and hybridisms (Boán and 
Donat, 2020. Tabares, 2004). The work of soloist Anna Deavere Smith, which I analyse in 
chapter 4, is an example of this. Although her works are identified as ‘documentary 
theatre’ (Kalb, 2001), Smith’s solo practice can be considered a movement-based one because 
it departs from a process in which the artist embodies her many collaborators. Thus, 
movement research is a primal and fundamental aspect of Smith’s practice (Schechner 2002). 
This definition of practice, which gives centrality to body and movement work, correlates 
with my own trajectory as a live art movement-based performer, an approach which is also 
significant in the processes of solo artists Nando Messias and Daggi Dornelles, which helped 
to compose this research. In addition to these, and as Smith aforementioned, in this project I 
also discuss the solo practices developed by Yvonne Rainer, Wagner Schwartz, and Cristian 
Duarte. Therefore, I knowingly straddle between works of theatre, performance art, and 
 For more on my methodological approach, see chapter 2.6
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dance, bringing together seemingly disparate solo propositions, all of which have the 
movement-based feature as common ground. This benefits my study because it allows and 
expands the analysis of contrasting solo composing strategies, which propose the 
development of collaborative practices. Accordingly, in this study, I am considering solo 
dance as an independent category of contemporary performance practice, which, although 
usually performed by a single artist, is created as a result of collaborative efforts and its 
advancing due to such collaborations.  
 Solo dance as an independent form of practice was launched by modern dancers 
Isadora Duncan, Loïe Fuller, and Ruth St. Denis, in the beginning of the 20th century. Their 
experiments fabricated solo as an art form made by self-fashioned dancers who create and 
perform their own dances. Their works emancipated the solo from the ensemble, bringing 
women as creators to the foreground. Reflecting the first-wave feminist movement, solo 
female artists expressively used solo as means of free expression, contrasting with the male-
dominated dance environment.  Each of these pioneers aimed to use solo as platform for their 7
propositions. By establishing their own particular way to dance, they gave rise to still relevant 
dance currents nowadays (Louppe, 2010). These artists saw dance as a means of self-
expression and self-fulfilment, and that solo practice would, to some extent, fulfil the modern 
solipsist ideal. Solo was, according to Duncan, an expression of a unique individual, with 
unique feelings, and unique relation to the world (Louppe, 2010). However, if in the 
beginnings of solo, the  focus  was  performing uniqueness,  the  works  developed  under  the 
guidance of  the  feminist  tenet ‘the personal is political’, generated a wave of solo works in 
which autobiographical performance could become not an isolated voice, but a public 
 Jennings (2013) has raised attention to gender inequality regarding the majority of males occupying 7
high-profile positions as choreographers in the UK. Taragano reports a similar situation in the USA, 
pointing out that ‘there is no lack of female choreographers in the contemporary world. The issue is 
that while there are many small and mid-scale projects and companies led by women, most of the 
high-scale, heavily funded and well-presented companies are led by men’ (2018: 18).
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instrument to create a sense of communal identity, opening spaces for the discourses of 
disenfranchised minorities (Bernstein, 2001. Heddon, 2008). The indissociability between the 
artist and the circumstances of the world  has  become  a critical issue  in  contemporary  arts 
practice, as Lepecki states when identifying what it means to be a dancer in today’s world: ‘to 
acknowledge  that  a  dancer’s  labor  is  inseparable  from the  conditions  of  the  world,  and 
therefore, to acknowledge that the affective charge of each performance cannot but resonate 
with, and be informed by, such conditions’ (Lepecki, 2016: 2).
This approach marks an important turn in solo practice, which then evolves into a 
form of theatre in which the intimacy of one can resonate into the many. Myriam Van 
Imschoot (1999) compares this operation as an exercise in microscopy in which  
[j]ust as the microscope isolates an object, the solo is a focus adjustment that 
allows for a discovery of the multitude in the singular. In this respect the solo 
is not a zero point. It’s not a nadir but a zenith. Not an absence of relations but 
an optical device that makes relations visible. 
(Imschoot, 1999: 14) 
Thus, for contemporary solo dance practitioners, as Imschoot posits, creating solo is 
not a matter of fabricating uniqueness, but a potent political instrument in which one body 
can potentially evoke many relations. Therefore, a solo practice can be seen as a means to 
activate relationship, which would defy notions of singularity and authorship, often 
associated with this specific creative process. Moreover, soloists are able to test the 
boundaries of solo-making as a hermetic self-indulgent activity by creating more 
collaborative modes of production. Arts scholar Rebecca Schneider pointed out in Solo Solo 
Solo (2005) that this form of practice does not necessarily need to operate as a means to 
fabricate singularity but can exist in relation to collaboration. In her article, Schneider cites 
possible strategies that would enable a collaborative solo practice such as citing each other, 
bleeding into each other, reacting to each other, re-enacting each other, and calling and 
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responding to each other. I argue that devouring, in anthropophagic terms, can be considered 
as one of the means of developing collaboration in a solo dance.  
Considering that generally solos involve certain degrees of partnership (Imschoot, 
1999), a collaborative practice specifically involves a desire to work together. I use the word 
desire referring to an affirmative vital force (Gil, 2009) which leads to a practice of openness 
which I understand a collaboration project requires. Thus, I look at collaboration as a 
transformative practice which involves ‘greater exposure to the unknown or to new 
thought’ (Cull Ó Maoilearca, 2016: 95). Acknowledging that there are many ways of being 
together (Kester, 2011), and, therefore, many ways of fabricating collaborative processes in 
solo dance, in chapter 4, I discuss the strategies of transmitting proposed by Yvonne Rainer, 
mirroring developed by Anna Deavere Smith, re-performing as explored by Cristian Duarte, 
as well as the anthropophagic proposition performed by Wagner Schwartz. By looking at 
these processes in relation to my practice, I reflect on the specificities of anthropophagy as a 
tool to generate a solo that exists in relation to collaboration, visualising the friction between 
working in collaboration and the process of appropriation produced in the solo-cannibal 
practice, which I expound in chapter 4, and in chapter 6 when detailing my work with solo-
artist Nando Messias.  
By producing alternative processes which rely on collaboration, solo dance 
practitioners, such as the ones I discuss in this study, are contributing to establishing a current 
tendency in contemporary performance arts’ culture which benefits from shared endeavours. 
An increasing number of a scholarly discussion, developed by authors including Kester 
(2011), Green (2001), Bishop (2005 and 2006), and Bourriaud (2002), has been focused on 
the collaborative issue. For Green (2001), the collaborative/participatory tradition is seen as 
an important element that supported the transition from modern to postmodern art. Kester 
(2011) adds that the relational aspect coincides with the gradual erosion of the authoring 
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conscious, which aimed to defy and trouble modernist tenets of solitary artistic genius (Kant, 
1987) and the auratic art (Benjamin, 2008). In recognising the growth of collaborative and 
participative approaches in contemporary art, Kester (2011) places such practices as an 
emergent methodological field and Bourriaud (2002) delineates this perspective by offering 
the concept of relational art, defined as a mode of art that takes ‘as its theoretical horizon the 
realm of human interactions and its social context, rather than the assertion of an independent 
and private symbolic space’ (Bourriaud, 2002: 14).  
A fine example of such collaborative art is the piece Aquele do Reloginho (The One 
with the Little Clock) (1997) by Brazilian dancer Daggi Dornelles. The solo Aquele do 
Reloginho is a preset time dance of three or five minutes in which the dancer’s task is to tune 
in with the ambiance, reacting to sounds and interacting with the audience. There is no 
prepared choreography, since the piece is an improvised score in which the challenge is to be 
as open as possible to hear and let the body react (or not) to what a particular place and 
audience have to offer. Thus, the solo exists only when in relation to collaboration. 
I danced Aquele do Reloginho throughout this project, in fact, it was my first 
experience performing a score which I did not consider my own creation, meaning that I 
borrowed the concept of the performance from another artist, instead of coming up with it on 
my own. I had performed  Aquele do Reloginho once in Brazil and, since arriving in London 
in October 2014, I have continued experimenting with this score, presenting it in seminars 
and conferences as a way of introducing myself, and as an attempt to establish connections 
with the audience through my dancing. Dancing this piece became an important feature of my 
studio-based research, as it offered support to the framing and rationale of my investigation.  
 As I voiced earlier in the prologue, I consider this writing an incarnated one, 
acknowledging the involvement between my writing and my dancing practice. Thus, I find 
useful to offer the following account of dancing the solo Aquele do Reloginho, which 
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describes the performance I did at Michaelis Theatre on the 30th of November 2017 when re-
performing the solo’s score. By providing this glance at my dancing practice, I wish to inform 
about the moment my work called for a collaborative experience, and why I have embraced 
anthropophagy as a parameter for generating such experience.  
I set an alarm clock to ring in three minutes time and carefully position it on the proscenium. 
I then walk to the middle of the stage and turn around quietly. I briefly close my eyes, and 
when I open them the performance starts. I hear a constant soft sound coming apparently 
from an air conditioner, it makes me feel the hollow space of my armpits. I give voice to it 
slowly raising my arms and making this space bigger. I hear a rapid clinking noise and my 
eyes swiftly give attention to it by moving left. My arms continue to rise. Somebody moves and 
rubs her clothes, and my right elbow goes down and inwards to accompany it. The person 
responds to my movement and we form a short duet. When she rubs her trousers, she leads my 
elbow. When I move my elbow, she passes her hands on her trousers. A chair attrition against 
the floor changes the direction of the dance; my hips go suddenly down. My left arm is still 
rising up but now a door crack makes my left fingers open and then close. I continue the 
dance: arms going up and hips now down. I see the audience, I can perceive their breathing, I 
see the tip of tree branch that is outside the theatre, its leaves are also moving. My chest 
moves sideways and I balance it with both my arms. Someone claps once and my mouth 
opens. I breath in with an open mouth, I dance to my own sound; my stomach wants to touch 
my spine and my whole body rises up until nearly falling. The alarm rings. The performance 
ends. 
 In exploring Dornelles’ solo I felt that I was allowing myself to be infected by her 
work, but also this practice has urged me to weave connections with space, and people, 
amplifying a corporal perspective. In consequence, ingesting one of Dornelles’ works felt like 
being contaminated by her, but also, due to the nature of the solo, like opening me up to 
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contamination. In this process, I perceived the possibility of opening up my solo practice to a 
more explicit collaborative mode. When performing Dornelles’ solo, I noticed that I was 
exploring a more collaborative kind of proposition. Thus, with my dancing body, I questioned 
what specific route performing Aquele do Reloginho was taking me, so I iteratively danced 
Dornelles’ solo to find out. Back in the studio, as I had no audience, I lay down on the floor 
and did not stand up facing the spectators as I usually did, and as Dornelles performs Aquele 
do Reloginho. Thus, the relations I constructed by dancing the solo’s task started from the 
feeling of my body weight against the floor. From this position, I could perceive the ground 
vibrating and a continuous low noise produced by the empty room. I could also hear my 
breath. These noises only heard when in silence were interrupted by the crack of a door that 
opened, by the song of a bird, by the wind blowing against the tree branches, by people 
talking in the distance. With the continuous practice of Dornelles’ solo, I felt more aware of 
where I was and, consequently, more comfortable about being there, regaining a feeling of 
being at home. There was something happening in the body, which dislocated it from the ‘I’ 
in the tangled up sounds I was interacting with, an operation I identified as a reconfiguration 
of the self. My reconfigured self was constructed by giving focus to what was not ‘I’, so a 
porous self, contaminated by Dornelles and by the ambiance. Hence, my interest in what was 
not mine showed me a route which resonated in the anthropophagic precept that opens this 
chapter— ‘I am interested only in what is not mine’. Therefore, dancing Aquele do Reloginho 
connected me with my research strand. That is, the continual exploration of this operation, in 
my studio-based research, led me to an awareness that, what I was investigating had parallels, 
theoretically and metaphorically, with anthropophagic thinking. My dancing was murmuring 
a direction and I followed it, beginning to witness in my practice the presence of what 
sociologist Avery Gordon describes as ‘haunting’, that is, ‘an animated state in which 
a repressed or unresolved social violence is making itself known, sometimes very directly, 
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sometimes more obliquely’ (Gordon, 2008: xvi). The author uses the term haunting ‘to 
describe those singular yet repetitive instances when home becomes unfamiliar, when your 
bearings on the world lose direction, when the over-and-done-with comes alive, when what’s 
been in your blind spot comes into view’ (Gordon, 2008: xvi).  
 Lepecki (2006) uses Gordon’s haunting as theoretical grounds to analyse the 
Portuguese choreographer Vera Mantero’s summoning of Josephine Baker. For Lepecki, 
when Mantero explores in her solo the idea of unburying Baker’s body, she addresses the 
racial question which haunts Portuguese/European contemporary society. In my case, what 
was on my blind spot, and which came into view from my studio practice, was the possibility 
of inverting the epistemological direction of my study. Thus, the haunting state that I 
experienced spoke directly to my condition as a Brazilian undertaking a dance doctoral study 
in the United Kingdom, which reflected, inextricably, in a review of my previous scholarly 
research praxis which favoured an Eurocentric epistemological approach. Anthropophagy 
haunted my practice, as I felt the need to shift my vision from an academic Westernised 
strand in this research project, to pointing instead to the Global South. In a similar position, 
performer Guillermo Gómez-Peña has described the artistic and political strategy to reverse 
the direction of gaze, shifting the notion of centre (Global North) and margins (Global South), 
as ‘reverse anthropology’ (Wolford, 2000: 277).  
As Gordon explains, the haunting operates differently from trauma by producing a 
‘something-to-be-done’ (Gordon, 2008: xvii). In effect, my ‘something-to-be-done’ was to 
answer the anthropophagic echo my practice was calling for, engaging my dancing body in 
this experience. Anthropophagy led me to re-evaluate the choices of my practice, urging me 
to question my ingrained colonised habits, which reflect the colonised condition that has been 
enforced by the social and cultural context I belong in. The internalisation of the violence 
suffered by historical colonisation has been described by Frantz Fanon in The Wretched of the 
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Earth firstly published in 1961. The bias towards Western academic knowledge production, 
and its practices, which systematically excludes and invalidates other epistemologies, is an 
example of such ingrained violence (Santos, 2007). Or, as artist-theorist Grada Kilomba 
writes ‘academia is neither a neutral space nor simply a space of knowledge and wisdom, of 
science and scholarship but also a space of v-i-o-l-e-n-c-e’ (Kilomba, 2010: 28), since these 
concepts ‘are intrinsically linked to power and racial authority’ (Kilomba, 2010: 27). Thus, it 
was important for me to recognise that my practice was making a different call, eliciting a 
non-Western knowledge which is so paradigmatic in the history of Brazil. In consequence, I 
explore and, therefore, advocate, for anthropophagy as an epistemology of the South (Santos, 
2016a), following what theatre director José Celso Martinez Corrêa (2015) has described as a 
movement of decolonisation through devouring.  
My study understands the de-colonial as a movement inaugurated by Oswald in 1928 
when the anthropophagy tenets were first published. Thus, in embracing this idea, my 
proposal draws from Brazilian artist-scholars already mentioned (Oswald de Andrade, Rolnik, 
Mombaça, Martinez Corrêa), which have developed anthropophagy in relation to the de-
colonial thinking. Although the post-colonial thought has been further by the Subaltern 
Studies (Guha, 1997. Spivak, 1988), I prefer to link this project to the idea of ‘de-colonial 
turn’ as proposed by the Modernity/Coloniality Group (Maldonado-Torres, 2007. Lugones, 
2007. Mignolo, 2010). Particularly I address the concept of ‘epistemology of the South’ 
developed by Portuguese scholar Boaventura de Souza Santos (Santos, 2016a). Accordingly, 
drawing from this strand, I articulate anthropophagy as a de-colonial mechanism which, as 
such, seeks to transcend colonial thinking (Maldonado-Torres, 2007), which includes an effort 
of emancipating my study on solo practice from Eurocentric perspectives. For Santos, 
anthropophagy can be understood as a knowledge that has been historically excluded (Santos, 
2001, 2007 and 2016a) and has the potential to ‘evoke plural forms of emancipation not 
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simply based on a Western understanding of the world’ (Santos, 2016a: 18). The aim to de-
Westernise this research project reflects on all of its stages, including the choice of research 
collaborator, Brazilian UK-based queer artist Nando Messias, which I further describe and 
justify in chapter 2.  
As the world currently faces a polarised political scenario, projects that aim to 
establish thick boundaries which promote a them and us ethos are in progress. In this context, 
Oswaldian anthropophagy reacquires a strategical relevance as a political tool of resistance 
for its quality of incorporating the other.  For Brazilian literary scholar João Cezar de Castro 8
Rocha, anthropophagy constitutes ‘the promise of a theoretical imagination of otherness, and 
an exercise of thought increasingly necessary in a globalised world’ (2011: 12). Furthermore, 
since relational art has become an important curatorial trend (Bourriaud, 2002), the revival of 
seminal anthropophagic art, built on the ideas of participation and collaboration, has become 
evident. Propositions such as Lygia Clark’s O eu e o tu (1967), and Hélio Oiticica’s 
Tropicália, Penetrables PN2 Purity is a Myth, and PN3 Imagetical (1966 -7) have been 
incorporated into major exhibitions, the Queer Museum at Parque Lage (Brazil), and Perform 
and Participant Display at the Tate Modern (UK), respectively. The resurgence of these 
essentially participatory works brings back attention to anthropophagy, which was re-
articulated by the Brazilian artists aforementioned. Thus, the revival of anthropophagy 
coincides with a current crisis, to which collaborative approaches aim to respond as Kester 
suggests (2011). This crisis is characterised by a rise of a neoliberal order that dictates the 
elimination of forms of collective resistance, in order to preserve the primacy of capital 
 Evidence of this resumption is provided by the considerable number of articles by Brazilian scholars 8
and journalists discussing anthropophagy in the face of recent events, particularly the coup which 
resulted in the impeachment of former Brazil President Dilma Rouseff (Brum, 2016. Sakamoto, 
2017), and the occupation of Indigenous lands (Viveiros de Castro, 2013. Vallias, 2013). Another sign 
of this resurgence, is the new staging of Oswald’s theatre play O Rei da Vela, made by Teatro Oficina 
Uzyna Uzona in 2018, fifty years after its first performance, and which sarcastically addresses the 
current rise of right-wing populism. For further examples, see Vieira (2019), Tiburi (2016), Azevedo 
(2017), and Rocha (2011).
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(Kester, 2011: 5). Santos explains it as societal fascism, i.e. ‘a set of social processes by 
which large bodies of populations are irreversibly kept outside or thrown out of any kind of 
social contract’ (Santos, 2011: 186).  
 In a wide context, Oswald’s anthropophagy has been supporting discussions around 
current perspectives, which nourish this practice-led research. In creating the solo BITCH, I 
particularly engaged with ideas which consider anthropophagy in relation to the construction 
of self (Rolnik, 1998a. Viveiros de Castro, 2012a, 2012b and 1992), shamanism (Viveiros de 
Castro, 2011. Viveiros de Castro and Bravo, 2013), the de-colonial (Santos, 2016a. Mombaça 
2015), and the queer (Mombaça, 2015 and 2016). To further these approaches on 
anthropophagy and introduce my stance to the anthropophagic thinking in relation to my 
solo-practice, I use the visual-poem below (Figure 2), formulated by Brazilian artist André 
Vallias, to guide the writing.  
 
FIGURE 2 - CANIBAL (VALLIAS, 2014). 
 The poem fully translates in English as ‘when a cannibal speaks English, says: nice to 
meat u!’. The link between ‘meet’ and ‘meat’ shows that, for the cannibal, an encounter 
happens through the inevitable act of eating the other, which appeals to the specific way of 
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meeting which I focus on in this thesis project. The anthropophagic meeting is not occasional 
or random, since there is the intention to make a meal out of it, so encountering the other, in 
anthropophagic terms, involves a devouring body which actively proposes to be reconfigured. 
In other words, a self that devours and is devoured, in a constant process of reconfiguration. 
This idea is central to my perspective on anthropophagy, which I define as a theatrical and 
provocative concept, which axiom lies in a tactic of relationship between self and other, 
working through a process of appropriation which involves ingestion, absorption, and re-
creation. I call this a metaphorical act of devouring since there is an operation of substitution 
which deviates the actual ‘eating the other’, performed in the Indigenous Tupi ritual, towards 
a proposition in which the ‘eating’ becomes a strategical mode of incorporating the other 
within an artistic practice; the use of saliva conducted by threads in Baba Antropofágica 
(Anthropophagic Drool) by Lygia Clark is one example of such metaphorical replacement. 
The work, first enacted in 1973, is an eminent participatory piece in which one person lying 
down receives several colourful threads that carry the saliva produced by a group of people 
that encircles the resting individual.  In chapter 5, I detail my approach to this specific work 9
regarding my creation practice. 
 The concept of anthropophagy formulated by Oswald voices an open notion of 
identity, constructed from the act of eating the other. I call this ontological view which 
informs my project, the ‘Tupi-self’, which involves operating from an open and porous notion 
of being which is in constant contamination (Rolnik, 1998). It was philosopher Rolnik who 
supported the idea advocated by Oswald by developing the concept of anthropophagic 
subjectivity, stressing the contamination process that forms the self (Rolnik, 1998a). This was 
later further developed by anthropologist Viveiros de Castro, as ‘cannibal metaphysics’, in 
 In 2012, a re-enactment of Baba Antropofágica was performed in the retrospective exhibition of 9
Lygia Clark’s work at Itaú Cultural in São Paulo (Brazil). A video of the work is available through the 
link https://www.youtube.com/watch?v=_47gID1FwLc.
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which alterity precedes identity (Viveiros de Castro, 2006, 2012 and 2014). The notion of an 
inconstant self, contaminated and always in transformation, is analysed by Viveiros de Castro 
in his ethnographic research with the Araweté People. Drawing from this study, he develops 
the idea of Amerindian perspectivism, which considers the crossing of ontological boundaries 
(Viveiros de Castro, 2012a, 2012b and 1992. Viveiros de Castro and Skafish, 2014). In 
addition to the cannibal ritual, the author notes that shamanism may also be considered as a 
way of promoting an oscillating self. Thus, for him, shamanism departs from a fluid notion of 
self which welcomes an inter-species somatic transformation. In this sense, shamanism is ‘the 
manifest capacity by certain individuals (of different species) to oscillate between the points 
of view of two (or more) species—being capable of seeing the members of both species as 
they see themselves’ (Viveiros de Castro and Bravo, 2013: 12). 
 This formulation informs on how I choose to position myself ontologically in the 
course of this project, i.e. I am the imaginative cannibal, in the form of a dance practitioner 
who incorporates the Tupi mode of self. In my solo practice, the embodiment of this porous 
and shamanic anthropophagic being is core to the promotion of a penetrable self that devours 
and is devoured, which is crucial for my understanding of devouring as working in 
collaboration. Hence, by opening my body to be constantly transformed, what I explore in my 
solo practice is the radical alterity of anthropophagy in which, as explains Viveiros de Castro, 
‘[t]o eat the other […] establishes a maximal continuity with the victim [in the case of my 
work, the artist-collaborator Nando Messias], creating an animal immanence between the 
devourer and the devoured’ (Viveiros de Castro, 1992: 270).  
 As I indicate in the prologue and further explain in chapter 6, the woman-animal 
persona Bitch, which I explore in my solo practice, is created from the ideas of theatrically 
swallowing another self (Nando Messias), as well as transiting ontologically  between being a 
woman and being the bitch Tuesday. I continue to expand the concept of anthropophagy 
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which informs my project in chapter 3, arguing for anthropophagy as not a means of 
consumption that aims the elimination of the other, but as a formula of assimilation, in which 
the self arises from the ingestion of the other, and as such ‘[it] is the opposite of a narcissistic 
incorporation; it is an alteration, a becoming’ (Viveiros de Castro, 1992: 254).  
 I find it valid to point out that the notion of self as in constant contamination, which I 
follow in this project, is informed by the anthropophagic genealogy; not to be confused with 
the study defined as corpomedia by Brazilian dance scholars Greiner and Katz. Their 
theoretical approach approximates anthropophagy in what concerns the process of 
contamination, which they consider a transmission between the body and the environment. 
Nonetheless, their formulation departs from the semiotic perspective and a conceptualisation 
of media that refers to the evolutionary process of selecting the information which constitutes 
the body (Greiner and Katz, 2005 and 2011). The corpomedia perspective draws from 
Richard Dawkins’ memetic theory (1976) in which there is an attempt in applying 
evolutionary thinking to culture. My study, however, considers contagion from an 
anthropophagic approach which has its basis on Oswald’s perspective. Therefore, in departing 
from the Tupi ontology, I am choosing to embody an alternative line of thought, which in turn 
connects me with the works of scholars such as Rolnik, Viveiros de Castro, and Mombaça, 
aforementioned, and whose works pervade the thesis writing. Thus, my thesis is contaminated 
by anthropophagic perspectives, and will constantly refer to, and draw from, artists, works, 
and scholarships within the anthropophagic perspectives. Additionally, in chapter 3, in order 
to clarify the anthropophagic ritual, and, therefore, unravel the Tupi ontology, my study 
benefits from early writings on anthropophagy. In particular, I address the explanation of the 
anthropophagic ritual provided by the German explorer Hans Staden. In the book Viagem ao 
Brasil (1930), first published in 1557, Staden describes the intricacy of the ritual, which is 
told from his first-hand experience as a captive. As a complement, I articulate works of other 
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artists, such as Lygia Clark and Wagner Schwartz, who have delved into anthropophagy and, 
in result, helped to shape up this perspective. 
 In the course of this study, I perform an emulation of the Tupi method of constructing 
the self by animating what I call anthropophagic-body. I define this throughout the thesis 
writing and more specifically in chapter 5. The anthropophagic-body is the specific energy 
my body produced (Gil, 2006), which includes exploring movements that depart from, or 
connect, the mouth, intestines, vagina, and anus, aiming to enable the emergence of a body 
which is apt for the incorporation of the other. Thus, in my dance, I engage with the holes of 
the body (as both sites of entrance and exit, interchangeably) focusing on the Enteric Nervous 
System. This investigation aims to respond to a need of the practice, which is to locate 
anthropophagy in my dancing body, and it is marked by a journey which starts by engaging 
the mouth and goes through the activation of the anus as a site of exploration. In pursuing an 
anthropophagic inversion that seeks to displace the hierarchy of the mouth, which is an idea 
well-articulated by queer artist-scholar Mombaça when introducing the concept of ‘devouring 
with the whole body’ (2015 and 2016), I wish to foster a relationship with a queer perspective 
in my project. This approach, which puts anthropophagy and queer in relation, draws 
particularly from Mombaça de-colonial perspective to queer—the ‘cannibal ass’. Mombaça 
(2016) proposes a return to the body, articulating a perspective that calls for an open body, 
which takes all its holes into account. By suggesting the exploration of the banned holes of 
the body (particularly the anus), the author proposes a debunk of the supremacy of the mouth 
in relation to speech and anthropophagic devouring. Thus, in advocating for a de-colonial 
perspective to queer, Mombaça sheds a new light on anthropophagy which guides the 
conceptualisation of the anthropophagic-body as I define it. Furthermore, the anthropophagic 
in relation to the queer context resonates the conceptual framework which the artist-
collaborator I work with in this project adopts. Thus, in addition to Mombaça’s innovative 
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view, my study is informed by Messias’ approach on queer. Due to the nature of this 
collaborative process, Messias’ strategies and influences became vital to my study. Hence, my 
research absorbed Messias’ conceptual framework, since my view on queer was crafted 
within the practice that I developed together with him. I am aware that my focusing on 
Messias’ articulations might be considered a derivative perspective, acknowledging the 
multiple approaches available on queer studies. However, I understand it as a result of my 
anthropophagic commitment of ‘devouring’ what was his.  
 When working collaboratively with Messias, I particularly appreciated the way he 
performs the Foucauldian reverse discourse proposition (Foucault, 1998 [1976]) when 
composing the persona Sissy to which the persona Bitch, which I develop, is a counterpart. 
Messias states that his use of the word ‘sissy’ is a conscious attempt to engage with the 
strategy of ‘attempting to counter stigma by incorporating it’ (Love, 2007: 01). More 
specifically, Messias’ method draws from the concept of ‘disidentification’ as formulated by 
queer scholar José Esteban Muñoz (1999) in which he proposes to make a re-appropriation 
that aims at exploring and outlining critical ambivalences that make an image (in Messias’ 
case the set of images identify his body as ‘sissy’) ‘a vexing site of identification’ (Muñoz 
1999: 91). Accordingly, the process of exploring the term ‘bitch’ in my work results from my 
anthropophagic appropriation of Messias’ way of manipulating the ‘disidentification’ concept 
in his performances. I further explain the involvement of the Sissy in the creation of the Bitch 
in chapters 2 and 6. I consider that the exploration which aims to re-signify the word ‘bitch’, 
and which includes the shamanic transition between being a woman and being a bitch, 
facilitated the creation of a solo dance practice, which sees itself as transgressive in terms of 
challenging colonial and heterosexist norms (Lugones, 2010). In my practice, my engagement 
with the term bitch, as a degrading word to women, and with the animal-bitch, is a way of 
disturbing the colonial power in relation to its impositions regarding the construction of 
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gender, race and sexuality. Therefore, my exploration of anthropophagy within solo dance has 
a political value, which aims at resonating and disrupting the  conditions  of  the  world, 
particularly with regard to colonial power as I expound throughout this writing.
 Cultural anthropophagy proposes a mode of self which is constructed from alterity, 
that is, a self which is essentially relational because it is open to be transformed via a 
metaphorical devouring of the other. Thus, this ontological premise imprints a quality that 
distinguishes anthropophagy from other appropriation strategies, making way for a 
collaborative practice engaged by the devouring of the other. Traditionally, in Western 
culture, the solo has been perceived as synonym of ‘the self’ (Schneider, 2005: 33), in which 
self is understood as a unique immured entity. Hence, exploring anthropophagy has offered 
the opportunity to investigate an alternative mode of self within a solo practice, reflecting a 
current demand of the performing arts field, which resists a general idea of solo as the 
representation of an artist’s unique persona (Schneider, 2005). Therefore, my practice, which 
I define as solo-cannibal, proposes to contrast the solo practice as a narcissistic or solipsist 
apparatus (Kalb, 2001). 
 As I will continuously outline in this research project, I offer the solo-cannibal 
practice as a practical operation, a dance method which proposes an embodied process of 
discovering and desiring the other, via a metaphorical devouring. The devouring comes into 
existence by a series of methods which involve the animation of a specific state of energy that 
I developed in my dance, and which I have defined as the anthropophagic-body. Additionally, 
the devouring process that led to the creation of my solo BITCH, includes working 




From the lens of practice, I was interested in understanding how my dancing created 
conditions for activating a relationship within a solo composition, disconcerting the notions 
of singular and self. Particularly, I looked at choreographies which emerged from exploring 
anthropophagy as a strategy of appropriation of the other in my solo practice. And, finally, I 
questioned to what extent working from an anthropophagic-body transformed my dance.  
 This questioning aimed to perturb and refigure solo dance as an expression of the 
singular, by exploring its relational potencies via anthropophagy. A main objective was to 
render a pragmatic contribution to the field of performance by developing forms of practice 
that shed light on the potential of generating relationship in solo dance. 
 Thus, for the purpose of this project, I conducted a practice which fed into this writing 
which in its turn fed into the practice, both acting in resonance (Nelson, 2013), shaping, 
provoking and supporting one another. A cyclical mode of enquiry which is ‘developed 
between practice, reflection, writing and back to practice’ (Messias, 2011: 21), led my 
investigation into exploring anthropophagy in relation to solo dance. Thus, the study focused 
on developing a dance, the solo BITCH, which aimed to challenge solo as a solipsist practice, 
exploring anthropophagy as a collaborative means. 
 Central to my practice-as-research methodology was the collaboration with Nando 
Messias, a London-based Brazilian-born performer, who has been developing his works 
mainly through the Sissy series; a succession of shows through which the artist responds to 
the violent homophobic attack he suffered close to his home, in a street of East London in 
2005. To date, the series is composed of four solos: Sissy! (2009), The Sissy’s Progress 
(2014), Shoot the Sissy (2016), and Where 4 Roads Meet: Death and the Sissy (2017). These 
works are led by Messias’ reconfiguration of the term ‘sissy’, assigning new meanings to 
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what was before an insult, ‘a direct reference to the ambiguous sense of pride in the condition 
of shame’ (Messias, 2011: 29). Thus, Sissy became a persona whose function is to magnify 
Messias’ figure as an effeminate gay man, creating a louder version of himself, as he 
describes it himself when alluding to Quentin Crisp, in an interview to Groves (2016).  
 I primarily chose to work in collaboration with Messias for my personal admiration of 
his work. I particularly appreciate the way in which he arranges strange elements together in 
his solo compositions, and the way that he relentlessly plays with the hardest questions and 
stories (many of them speaking of violence) that his body specifically brings to light. I 
consider Messias a ferocious, unapologetic, solo performer, so choosing to devour him 
followed the ‘first law’ of the anthropophagite, which expresses that you do not eat any 
enemy, only the brave ones (Rolnik, 1998a). I return to the selectiveness principle of the Tupi 
in chapter 3, when I analyse the anthropophagic ritual as performed by the Indigenous Tupi. 
Also, I explain the concept of enemy, according to the anthropophagic ritual in chapter 3, and 
how I articulate it in relation to my work with Messias in chapter 6.  
 I need to acknowledge that my access to Messias was made easy since I knew the 
artist beforehand, so Messias’ willingness to work with me made this project possible. 
Additionally, Messias and I share the same geopolitical context, as we are both Brazilian 
artists living in the UK. Moreover, I chose to work with Messias because he engages in a solo 
practice which is comparable (movement-based) while diverging from my approach by 
exploring a conceptual framework (queer theory) which was new to me. Also, he is an artist/
academic who has consistently explored dancing solo throughout his career, and who writes 
about, and critically reflects on, his practices, and therefore valuable documentation was 
available. 
 My study applied a variety of research methods which were constructed from an 
incarnated practice (Mombaça, 2015) which took place in my practitioner’s body, from an 
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embodied dialogue between the practice research and anthropophagy, as a conceptual 
framework. Accordingly, my project design follows the Practice as Research (PaR) 
methodology as developed by Nelson (2013), that is, ‘a research project in which practice is a 
key method of inquiry and where, in  respect of the arts, a practice [in this case the solo 
performance BITCH] is submitted as substantial evidence of research inquiry’ (Nelson, 2013: 
8 - 9). 
 Focusing the work on the guidance of practice was vital to this project for a number of 
reasons. Firstly, dancing as a mode of investigation offered an original perspective on solo 
dance research and marks my position as a practitioner in the field of study. Also, composing 
a solo performance allowed access to, and experience of, anthropophagy in my dancing body, 
generating the necessary embodied conditions, from which the creation of an anthropophagic-
body was made possible. Hence, the practice produced original insights, offering both an 
alternative methodology for solo-making as well as suggesting a new stance for the 
anthropophagic perspective. Furthermore, the creation of a performance enabled a tangible 
output, which, together with the thesis writing, generated ways of communicating the 
research findings, which are valuable and original to this particular enquiry.  
 Thus, my work is informed by my perspective as a choreographer, which gives shape 
to what I am calling the solo-cannibal practice. To produce this, my research followed two 
related pathways. Essentially, I engaged in a solo studio-based research, which was composed 
by: exploring anthropophagy, exploring Nando Messias, exploring my own repertory, and 
composing a solo dance. In addition, I developed a fieldwork research in which I produced 
strategies aiming to anthropophagically approach the work of the artist Nando Messias. I 
explain both pathways below.  
 Drawing from the PaR methodology, in which dancing is not the object of 
investigation but a means of investigating (Vincs, 2010), I developed my approach to solo 
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practice by producing dance, which was the first method I used in the studio-based research. 
The dancing brought forward the issues and questions of the research, as well as evinced the 
set of methods necessary for progressing with the investigation. 
 Within dancing as a method, the re-performance of Aquele do Reloginho by Daggi 
Dornelles, as I have explained in the Introduction, was the first procedure of this project. 
Dancing this work was fundamental to the process, since it operated as a gateway, which 
revealed the context of research (solo dance relative to collaboration) which, in turn, led me 
into exploring anthropophagy as a parameter of producing relationship. 
 Following the findings of dancing Aquele do Reloginho, the solo studio-based 
research engaged movement exploration from four different methods: exploring 
anthropophagy; exploring Nando Messias; exploring my own repertory; and composing a 
solo dance show. 
 Exploring anthropophagy comprised working from the devouring metaphor through 
moving, that is, constructing the anthropophagic-body––a set of procedures that resulted from 
locating anthropophagy in my dancing body. The animation of an anthropophagic-body 
included the exploration of movements that depart from, or connect, mouth, intestines, 
vagina, and anus, so I developed a dance which aims to animate these parts of the body, 
focusing on the Enteric Nervous System. As I discuss further in chapter 5, the focus given to 
these specific parts of my body resulted from an investigation that considered the 
anthropophagic repertory in the context of the practice. Thus, more specifically, I danced 
from the painting, which helped Oswald to develop anthropophagy, Abaporu by Tarsila do 
Amaral, which introduced an alternative way to use my eyes in my practice. Secondly, I 
worked from Lygia Clark’s Baba Antropofágica, which informed me about the relationship 
between mouth and hands.  
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 Furthermore, I worked from the notion of devoraçãocomocorpointeiro (devouring 
with the whole body) introduced by artist-scholar Mombaça, which proposes to shift the 
mouth as a privileged site of anthropophagic eating, exploring the anus instead, and, 
subsequently, the whole body. Finally, I explored the notion of shamanism as explained by 
anthropologist Viveiros de Castro, which is characterised by a somatic transformation, so the 
possibility of changing a specific body into any being (Viveiros de Castro and Sztutman, 
2007). I explored this last concept working from two texts which mobilise ideas of human-
animal becomings: the Tupi chief Cunhambebe's repartee with German explorer Hans Staden 
in which he turns into a jaguar (transcribed in page 42 of this thesis); and Clarice Lispector’s 
narrative about the communion between a woman and a bitch (transcribed in page 119). As 
consequence of this, I created for myself the woman-animal entity I call Bitch. The 
exploration of the term ‘bitch’ within my practice resulted from my process of appropriation 
of Nando Messias’ strategy of inverting/questioning/re-positioning a derogatory term. 
Messias’ strategy draws from the idea of reverse discourse, as formulated by Foucault (1998 
[1976]), and Love (2007), and explained as disidentification by Muñoz (1999). While 
Messias re-signifies and celebrates the term ‘sissy’, usually assigned to effeminate men, I play 
with the word ‘bitch’, normally used in a derogatory way to describe women who are 
assertive, authoritative (Schippers, 2007), considered domineering, overbearing, strong-
minded, spiteful, hostile, direct (Freeman, 1969) or labeled as ‘difficult’ (Wurtzel, 1998). In 
my research on the term ‘bitch’, I particularly considered the formulations made by feminist 
theorist Schippers (2007), who examines hegemonic conceptions of masculinity, femininity, 
and gender, arguing that words such as ‘bitch’ are created in order to place women outside of 
what is considered as femininity. Furthermore, I considered the approach developed by 
feminist and de-colonial scholar Lugones (2010) who has pointed out that the gender 
construction is a colonial project aiming at oppressing and control specially women’s body. 
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As Mombaça (2016), Lugones suggests that coloniality infiltrates every aspect of living 
which includes the body. The project that reduces human beings to animals is one example of 
this, so, I understand the word ‘bitch’, as a demeaning term, is part of the colonial process of 
dehumanisation. In my approach, I proposed to challenge the term ‘bitch’ by embracing it as a 
way to disturb the hegemonic gender constructions and disrupt ‘the dichotomous hierarchy 
between the human and the non-human as the central dichotomy of colonial 
modernity’ (Lugones, 2010: 743). In developing the solo BITCH, I did this by creating an 
unapologetically femme persona that straddles between becoming woman and animal.  
 Exploring Nando Messias in my studio-practice involved dancing from the 
relationship I have established with him, via the anthropophagic-body. In my practice, this 
means dancing from the material he shared with me in the fieldwork research (images, texts, 
objects, songs, references, concepts, procedures and choreographies). When I say that the 
exploration of Messias occurred via the anthropophagic-body, I mean that my access to him 
and his material was facilitated after I engaged with the movements related to the 
anthropophagic-body. Thus, it was only after the notion of anthropophagic-body was clear in 
my practice, that the devouring of Messias was enabled. Before that, I consider that the 
dances produced from Messias, and his material, were more referential than anthropophagic. 
The evolution of this method, which consisted in the devouring of the other through the 
engagement of an anthropophagic-body, is a crucial feature of my investigation. This insight 
was only possible due to an iterative practice. I further discuss the anthropophagic-body and 
the dances produced from it in chapter 5. 
 Exploring my repertory consisted of having my own set of images, texts, objects, 
songs, references, procedures, and choreographies available to me throughout the studio-
based research. As I describe in chapters 5 and 6, I particularly re-accessed the red thread, an 
object that I have explored in earlier works as a means to fabricate connection with other 
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people, which, in contact with the exploration from anthropophagy, and from the relation 
woven with Messias, gained a new use and, therefore, new meanings. The threads helped to 
locate the anthropophagy in my body; firstly, when exploring Baba Antropofágica, I used the 
threads coming out of my mouth; later, when exploring Mombaça’s concept ‘devouring with 
the whole body’, I explored the image of the threads coming out of other holes of my body 
(anus, vagina, umbilicus). These experiences supported the design of the anthropophagic-
body. 
 Composing a solo dance included the editing of the material produced throughout this 
project, which resulted in the solo performance BITCH. The process of composing the solo 
dance is both a means of investigating as well as it is an evidence of the research inquiry. The 
solo performance BITCH is divided into two acts, mirroring the method—the solo-cannibal 
practice—it helped fabricate, and which is discussed in chapters 5 and 6. Accordingly, Act I 
of BITCH focuses on the anthropophagic animation of my body by performing 
choreographies which engage and propose connections between the holes of my body. In Act 
II, I concentrate in the work I developed from devouring Nando Messias, in this way 
exploring how I anthropophagically took charge of him, in order to develop a bastard 
composition, in which I explore the woman-bitch. 
 I call the work which I did together with artist Nando Messias ‘fieldwork research’. It 
aimed to cultivate a relationship between us two, producing pieces of research that were 
constructed from our relationship. The fieldwork research occurred from September 2015 to 
July 2018, and provided me with time together and proximity, which allowed me to 
experience the artist-collaborator and his practice first-hand. This direct access to the artist 
and his practice offered possibilities to examine, embody, and weave, the compelling relations 
that formed between Messias and I. Thus, fieldwork in this project consisted of producing 
material together with Messias; a material which would later be explored by me, during the 
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solo studio-based research. The collaborative work with Messias was fundamental to the 
overall process, since, from the relationship we established together, I could encounter an 
alternative angle to anthropophagy, drawing from queer theory, as formulated by Mombaça 
(2016), which aims for a decolonising approach. I expound this in chapter 3, when analysing 
Mombaça’s perspective as a current approach to anthropophagy, and again in chapter 6, when 
explaining his perspective in relation to my work with Nando Messias. 
 Experiencing Messias during the fieldwork evoked different methods which were 
constructed in collaboration with the artist and enabled me to penetrate the actuality of his 
practice. The applied methods mainly involved spending time together in different ways, 
which included: walking together; walking and talking to each other; dancing together; taking 
part in each other’s creative processes; performing together (which resulted in the walking 
performance Red Thread); watching Messias’ shows (I had the opportunity to experience 
three of his shows, live: The Sissy’s Progress; Shoot the Sissy; Where Four Roads Meet: 
Death and the Sissy); observing Messias’ dancing; and witnessing each other moving. 
Throughout this research, I additionally accessed Messias’ archive, including images, texts, 
essays, objects, songs, references, procedures, and choreographies the artist shared with me, 
apart from other written materials that the artist made publicly available through other means.  
The fieldwork research generated valuable experiences and documental material from 
which I worked. In my practice, I apprehended the collection of materials that I gathered from 
Messias as a patuá, a term which I borrowed from the Brazilian Candomblé religious 
tradition. In the Candomblé culture, a patuá is an object, or a set of objects, which has the 
ability to elicit the power or energy of an African deity. Visual arts scholar Christopher 
Braddock (2013) defines this strategy as ‘contagious animism’ in which an object carries 
traces of a person. I benefited from this idea as a way to evoke Messias’ presence in the 
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development of my studio-based practice. The construction of the patuá helped to inform the 
devouring of Messias, which details I provide in chapter 6.  
As explained, the fieldwork research and the solo studio-based research occurred 
jointly, and in a cyclical way, each transforming and supporting the other. 
Applying my choreographer’s view to this practice-as-research project, while 
following the methods I have described, allowed me to experience and manipulate 
anthropophagy in my body. This enabled me to explore anthropophagy in relation to my 
dance beyond theoretical articulation, providing an original embodied knowledge (Pakes, 
2003).  
 Thus, in the next chapter, although I offer a historical analysis of anthropophagy, my 
main concern is to weave links between the concept and my solo practice, which benefits 
from a deeper and more plural view of the anthropophagic perspective.  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3. On Anthropophagy 
Anthropophagy is an established concept in Brazil. Although widespread, the way in which it 
operates in the practice of performing arts is hard to grasp, since each artist adapts and 
articulates the concept according to his or her own interpretation when composing a piece. 
Thus, in this chapter, I scrutinise notions of anthropophagy, looking at their particular 
ontology, and hunting for strategies which will potentially inform and shape the particular 
quest of my practice. In this respect, I firstly consider the anthropophagic rite in a historical 
framework, as practiced by the Indigenous Brazilians, in order to articulate the Tupi mode of 
self; I will be drawing from Rolnik, Viveiros de Castro, and de Campos. Next, I critically 
analyse Oswald’s conception of anthropophagy, drawing especially from the Manifesto 
Antropófago. I then analyse the use of anthropophagy as a political form of resistance during 
the counter-culture movement, analysing the anthropophagic angles proposed by the 
Tropicalismo, the Cinema Novo, and the theatre group Dzi Croquettes. Finally, I discuss 
recent anthropophagic propositions, considering the poem Totem by Vallias, the Manifesto da 
Antropofagia Periférica by Vaz, and the proposition ‘antropofagia com o corpo inteiro’ by 
Mombaça.  
 The purpose of this chapter is not to offer a definitive historical overview on 
anthropophagy. Instead, I wish to place the theory in relation to my solo practice, 
demonstrating its current relevance. With this, I expect to shed light onto the concept, moving 
back and forth in time, in order to delineate a conceptualisation of anthropophagy which 
informs my practice. 
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Anthropophagy and the Tupi-self 
The first documented accounts of the anthropophagic ritual consist of a letter by Amerigo 
Vespucci (1497) to Piero Soderini. In this letter Vespucci narrates the story of Portuguese 
explorers being murdered and eaten by Indigenous Brazilian people. Another account, 
published in 1627, by Frei Vicente do Salvador, describes the capture and killing of Bishop 
Sardinha by the Caetés in 1556. The date of the capture of Sardinha will later be used as the 
date of inauguration of Pindorama, a utopian matriarchal society invented by Oswald de 
Andrade. The third early account of anthropophagic practices is Viagem ao Brasil, by German 
explorer Hans Staden, first published in 1557. In this publication, Staden narrates the 
anthropophagic ritual from within, as he was, in fact, captured, and nearly eaten. In his 
writing, apart from the evident Eurocentric-Christian bias, Staden offers traces that help to 
reveal the ritual’s intricacy. For instance, Staden recounts that, during his nine months as a 
captive, he was taken three times to the anthropophagic ritual and, although considered an 
enemy, he was not killed by the Tupis. In the book, he starts to reveal why as he describes his 
meeting with another captive—this time, an Indigenous from a rival tribe, who later ended up 
being eaten. When the other captive was asked if he was ready to die, the man laughingly told 
a perplexed Staden that he was ready for everything.  Staden, on the other hand, confesses 10
being terrified, and many times tearful (Staden, 1930: 64). Thus, seen by the Tupis as a 
coward, Staden would never be eaten in the anthropophagic ritual, a low status which later led 
to his freedom. This selectiveness forms the anthropophagite’s central law, which Oswald will 
follow in his conceptualisation, and which holds that only those brave enemies deserve to be 
devoured. This anthropophagic precept also informs my choice of artist-collaborator. I 
 In the Portuguese text, the expression used is ‘Rindo como quem vai a feira’ (Staden,1930: 90).10
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decided to work with Nando Messias since I consider him a fierce performer. Hence, in the 
anthropophagic logic, by devouring Messias, I contaminate myself with his bold qualities. 
 Although a form of revenge (Cunha and Viveiros de Castro, 1985), the devouring of 
enemies was not an ordinary means of satisfying hunger through a savage act as Vespucci 
describes or as the engravings of 1592 by Theodor De Bry might imply (Figure 3). 
!  
FIGURE 3 - A COLOURED ENGRAVING BY THEODOR DE BRY BASED ON STADEN’S 
ACCOUNT. THE GERMAN EXPLORER IS PORTRAYED AT THE BACK WITH ARMS UP. 
 
 The Tupi anthropophagic ritual was a complex sacrificial ceremonial which included 
the cannibalism of war captives. It used to last several months and even years, involving 
ceremonial costuming, dancing, mockery, and sex.  After the cannibal act per se, the 11
executioner, who was the same warrior who had captured the enemy, would spend a long time 
in isolation. The chief of the tribe would scar the dead’s name on the executor’s arm, who 
 In his account, Staden reports being many times teased by the Tupis who would say: ‘Vêde como 11
elle chora, ouvi como se lamenta’ (Look how he cries, see how he whines) (Staden, 1930: 64). In 
addition, he accounts that the women used to pinch and nib him, forcing him to shout: ‘Eu, vossa 
comida, cheguei’’ (I, your food, have arrived) (Staden, 1930: 67).
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would then alter his own name by acquiring that of the deceased enemy. Throughout his life, 
the same warrior could accumulate as many names as the people he executed in an 
anthropophagic ritual.   12
The dialogue between Staden and the chief of the Tupi tribe (the legendary warrior 
Cunhambebe) as described in ‘Viagem ao Brasil’, adds to the knowledge of the complexity of 
the ritual:  
This same Konyan Bebe [Cunhambebe] had then a great vessel full of human 
flesh in front of him and was eating a leg which he held to my mouth, asking 
me to taste it. I replied that even beasts which were without understanding did 
not eat their own species, and should a man devour his fellow creatures? But 
he took a bite saying, Jau wara sehe: “I am a tiger [jaguar]; it tastes well,” and 
with that I left him.  
(Staden, 1930, cited in Viveiros de Castro, 1992: 271)  
For Viveiros de Castro, Cunhambebe’s repartee reveals an important aspect of the 
Tupi thought: ‘If the leg he ate was from an enemy, the mouth that ate it (and spoke) was of 
the Enemy’ (Viveiros de Castro, 1992: 271). In fact, the anthropophagic ritual reveals the way 
in which the Tupi constructed the self, which according to Sztutman (2015) was a ritualised 
means of constituting oneself through an act of alterity. For Viveiros de Castro, cannibalism is 
a ‘symbolic mechanism of other-becoming’, and ‘an inescapable passage towards 
alterity’ (1992: 270). According to his ethnography with the Arawaté, the Tupi method of 
constructing the person 
has nothing to do with some mirror chamber of reflections and inversions 
between the Self and the Other that tends toward symmetry and stability. 
Rather, the Tupi-Guarani construct the person through a process of continuous 
topological deformation, where ego and enemy, living and dead, man and god, 
are interwoven, before and beyond representation, metaphorical substitution, 
and complementary opposition. We move into a universe where Becoming is 
prior to Being and unsubmissive to it. 
(Viveiros de Castro, 1992: 4) 
 Vespucci recounts that he himself had encountered a man accredited with immense popularity who 12
had eaten 300 human bodies.
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While Castro uses the terms ‘interwoven’ and ‘topological deformation’ to describe 
such a process, I prefer to use ‘contamination’, since the word carries undertones of 
adulteration, and unclean-ness, which mould an image closer to anthropophagy than that of 
an interlacing of self and other. Thus, using this terminology, the Tupi-self is constructed 
through a process of continuous contamination from the other. Brazilian scholar Rolnik 
(1998a) adopts the same nomenclature when coining the concept of anthropophagic 
subjectivity. Corroborating my reflection, she defines anthropophagic subjectivity as a 
process that occurs through contamination (each one ‘becoming another’, without any 
parallelism between the two) instead of a process of identification (each one ‘becoming like 
the other’). 
Brazilian historian Rocha (2010) has claimed that the anthropophagic process of 
constructing the self (the Tupi-self) is paralleled with Arthur Rimbaud’ dictum ‘Je est un 
autre’ (I is another [sic]) (Rimbaud, 1966: 304).  For Rocha, the relationship between self 13
and other formulated by Rimbaud can be construed as a visionary anthropophagic 
conceptualisation of the self. However, as Robbins (1999) and Dillman (1984) point out, 
Rimbaud’s phrase aims to declare ‘a renunciation of the self as author’ (Robins, 1999: 123), 
which is related to Rimbaud’s rejection to what he terms ‘subjective poetry’, connected to the 
Parnassians’ self-conscious aesthetic style. Therefore, although Rimbaud’s principle can be 
interpreted as a deconstruction of the Cartesian-self (Scarpari, 1992), it does not allude to the 
contamination process that exists in the Tupi-self. Hence, I suggest that the visual-poem 
Outro (Figure 4), created by Brazilian poet Augusto de Campos, provides a more relevant 
analogy, echoing the anthropophagic mode of constructing the self. Thus, I propose to replace 
the sequential design, offered by Rimbaud’s dictum, by the round composition created by de 
 Rimbaud’s phrase was written in a letter to his teacher, Georges Izambard, dated May 13th, 1871.13
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Campos. I suggest that the visual-poem shows that the other inhabits within, as it occurs in 
the anthropophagic devouring, as I explain below. 
 
FIGURE 4 - OUTRO (DE CAMPOS, 2015). 
In his book Outro (2015), which he believes might be his last work, de Campos 
became fascinated with the musical English term outroduction, which, he suggests, goes from 
in to out, and reverses the sense of ‘intro’. However, instead of poems that address fading out, 
the poet uses the term to play with the English word out and the Portuguese outro (i.e. other). 
The book’s cover poem illustrates the word outro with the letter O encircling the additional 
letters. The letter U, in turn, is filled with the remaining letters t, r and o. Thus, in de 
Campos’s poem, the other is in. It is not outside once it is circled. Accordingly, I look at de 
Campos’s round poem Outro as an open devouring mouth, which blends self and other. This 
relationship, in which the other inhabits the guts of the body, that is illustrated by this poem, 
shapes the Tupi notion of constructing the self, which in turn has moulded my solo-practice 
approach. When constructing the anthropophagic-body, I returned many times to the visuality 
produced by the poem Outro as a way to activate the idea of the body as a giant open mouth. 
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 Additionally, when composing BITCH, I returned to Cunhambebe’s quote and its 
relationship with my practice since the approach to shamanism (Viveiros de Castro and 
Skafish, 2014. Viveiros de Castro, 2004) that the Tupi formulates is a primary inspiration for 
the construction of the persona of the Bitch, which I developed in my solo. Oswald, in the 
Manifesto Antropófago (1928), also evokes the Indigenous relationship with shamanism, as 
revived in the aphorism: ‘But who came were not crusaders. They were fugitives from a 
civilisation that we are eating, because we are strong and vengeful like the Jabuti’ (de 
Andrade, 1928, cited in Lagnado and Lafuente, 2015: 228).  
The Tupi ontological notion is core to Oswaldian anthropophagy, which is made clear 
in his thesis Crise da Filosofia Messiânica, written in 1950. In the text, Oswald presents a 
distinction between cannibalism and anthropophagy. Cannibalism, therefore, is the act of 
devouring the other, moved by individual gluttony and hunger, while creating a hierarchical 
separation between who eats and who is eaten, master and slave, prey and predator.  In 14
anthropophagy, however, the devouring is ritualistic and involves ‘a harmonic and communal 
sense’ (de Andrade, 1970: 70).  As Viveiros de Castro and Skafish (2014) add, the cannibal 15
blends with the enemy, seeing through his eyes, and in turn seeing oneself from that point of 
view. This idea, that challenges the colonialist historically constructed image of the 
Indigenous cannibal, is the central argument of Oswald’s theoretical posit, which I further 
analyse below.  16
 A notion of anthropophagy which matches the one later elaborated by Zygmunt Bauman (2000), as 14
a practice of elimination of differences between individuals, as aforementioned.
 My translation from the original: ‘sentido harmônico e comunial’.15
 Around the time of the Manifesto’s publication, the image of the hungry cannibal was being 16
portrayed in movies like ‘Kid in Africa’ (1933), in which Shirley Temple is sent to Africa on a 
‘cannibal taming expedition’, as well as Walt Disney’s ‘Cannibal Capers’ (1930), and ‘Trader Mickey’ 
(1932) in which Mickey Mouse is captured and put in a cooking pot by an African tribe.
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Oswaldian Anthropophagy 
In the 1920’s, a group of artists and intellectuals from São Paulo’s elite, which included 
writers Oswald de Andrade, Mário de Andrade, Menotti Del Picchia, and Raul Bopp, as well 
as composer Villa-Lobos, and visual artists Anita Malfatti, Tarsila do Amaral, and Di 
Cavalcanti, was formed around the ideal of creating a genuinely Brazilian art. Following the 
European historical avant-garde movements, the group was responsible for marking the 
beginning of modernism in Brazil, which had its inception in the Semana de Arte Moderna de 
São Paulo, in 1922. They created a vast body of work, which would later help to delineate 
Oswald’s anthropophagic thinking formulated in 1928. 
 However, it was from a painting by Tarsila do Amaral, which she gave as a birthday 
present to Oswald, her husband at the time, that the idea of an anthropophagic movement 
came into existence. In the work, Amaral uses strong colours to illustrate a genderless, naked, 
human body, with giant feet and a tiny head, which is supported by his/her hand, suggesting a 
parallel to the gesture of Rodin’s The Thinker. In Amaral’s painting, the human figure is 
sitting down, in a remote sunny landscape represented solely by a bright yellow sun.  17
Together with Bopp, Oswald named the painting Abaporu, which in Tupi-Guarani 
means anthropophagite, i.e. aba (Indigenous, man, people), and poru (to eat human flesh; 
anthropophagite) (Barbosa, 1951). For the Semana de Arte Moderna’s collective of artists, the 
picture epitomised the modernist ethos of breaking off with the old tradition, that was, in the 
case of Brazil, the copying of European art attitude. Abaporu met the modernist demand of 
creating a genuine Brazilian art by portraying a native in his native land, transforming the 
human body, and dislocating Rodin’s The Thinker to the arid landscape of the Brazilian 
Northeastern sertão. Therefore, in the eyes of Oswald, Abaporu inaugurated the notion of 
 As I explain further in chapter 5, in my practice, when exploring anthropophagy at the studio, I 17
accessed the painting Abaporu, investigating the possibilities to channel anthropophagy into my body.
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anthropophagy, that is, a new kind of appropriation strategy in which Brazilian art would no 
longer submit to the European art influence, but instead would digest and transform it (Bopp, 
2012). The proposition sought inspiration from the Indigenous Brazilian anthropophagite, an 
unprecedented approach which rendered an alternative way to fabricate art, as well as modify 
ideas of Brazilian-ness, generating discussions around colonial identity, production of 
subjectivity, alterity, queer, and epistemologies of the South.  18
The publication of the Manifesto Antropófago by Oswald, in the Revista de 
Antropofagia, in 1928, set the notion’s precepts which encircle the whole theory and, after 
which, a new paradigm emerged. The Manifesto Antropófago was Oswald’s second attempt at 
the manifesto style of writing, since, four years before, he had written the Manifesto da 
Poesia Pau Brasil (1924) in which he rehearsed the idea of bringing a Brazilian identity to 
Brazilian art. In his first Manifesto, Oswald called for a poetry that would address the 
Brazilian way of speaking, contrasting with the archaism and erudition of Brazilian literature 
in vogue at the time, which for Oswald aimed to please the colonisers by emulating them. 
 The use of manifestos to launch a new artistic approach were well disseminated in the 
historical avant-garde movements, and, as such, they had a strong influence in Brazilian 
modernism. Because of this, Oswald’s Manifesto Antropófago is often criticised as being a 
derivation of the Manifeste Cannibale Dada written by Francis Picabia in 1920. However, as 
Bitarães Netto (2004) explains, the debate around the originality of anthropophagy reduces 
the complexity of the contributions that the dialogue between cultures produced in the 
beginning of the 20th century. Furthermore, if indeed anthropophagy is a product of a 
bastardisation of a European means, it only seems the more suitable for the anthropophagic 
 According to Lagnado (2015), the Núcleo Histórico session of the 24th Bienal de São Paulo held in 18
1998, sough to complicate notion of Brazilian-ness, displaying works with contrasting ideas of 
identity, and not only relating to Brazilian identity (Lagnado and Lafuente, 2015). 
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scheme, as formulated by Oswald. About the previous Dada writings on cannibalism, de 
Campos adds:  
There is nothing astounding about it. With the archaeological and ethnological 
successes, and the vogue of primitivism, and African art from the beginning of 
the century, it was only natural that the metaphor of cannibalism would enter 
into the semantics of the European avant-garde. But within DADA, the 
"cannibal" was no more than another fantasy of the fussy wardrobe with which 
the movement sought to scare the bourgeois minds. […] A nihilism which has 
nothing to do with the generous ideological utopia of our Anthropophagy.   19
(de Campos, 1975: 5) 
 In fact, as de Campos points out, Oswald’s project is completely distinct 
from that of Picabia’s. Accordingly, while the Dada artist uses cannibalism as the incarnation 
of the taboo, evoking it as a primitive paradigm with which to contrast bourgeois values 
(Schüller, 2011), Oswald refuses such a premise, looking, instead, at the anthropophagic 
Indigenous Brazilian ritual in its complexity. Thus, Oswald’s approach calls for a 
transformation that acknowledges cannibalism as a totem instead of a taboo,  i.e. ensuring 20
value for an undervalued concept, similar to the process of re-appropriation and re-
signification of derogatory terms today employed by queer theory. The co-relation of these 
strategies marks my approach to Nando Messias in relation to his use of queer theory, in 
which he re-signifies the term ‘sissy’.  
The Manifesto Antropófago writing is a political and artistic statement, in which 
Oswald orchestrates mostly European references, such as Hamlet, Freud, Montaigne, Marx, 
 My translation from the original: ‘Não há nada de espantoso nisso. Com os sucessos arqueológicos 19
e etnológicos e a voga do primitivismo e da arte africana, no começo do século, era natural que a 
metáfora do canibalismo entrasse para a semântica dos vanguardistas europeus. Mas, dentro de 
DADA, o “canibal” não passou de uma fantasia a mais do guarda-roupa espaventoso com que o 
movimento procurava assustar as mentes burguesas.[…]Um niilismo que nada tem a ver com a 
generosa utopia ideológica da nossa Antropofagia’ (de Campos, 1975: 5).
 In the Manifesto, Oswald uses two entries that demand, firstly, the permanent transformation, and 20
later, the transfiguration of Taboo into totem. In the essay Crise da Filosofia Messiânica (1990), 
Oswald notes that the transformation of taboo into totem is a metaphysic operation which aim at 
ensuring value to the undervalued. This confirms Oswald’s project of blurring binary oppositions that 
were reinforced by the colonisers. For him, therefore, turning taboo into totem would challenge the 
limits of society and its scale of values which are responsible for the radical divide between what is 
considered civilised and primitive.
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Rousseau, in order to re-figure them. The text is polyphonic, mixing contrasting elements, 
bringing together theoretical fields, and going back and forth in history. Throughout fifty-one 
aphorisms, which Nunes (1990) describes as a torrential mix of images and concepts that mix 
controversial provocation with the theoretical proposition, Oswald produces a text that inverts 
hierarchies, is irreverent, provocative and disobedient.  Therefore, the Manifesto 21
Antropófago itself is anthropophagy in action, well-illustrated in the passages: 
 Filiation. The contact with Caraíba Brazil. Oú Villegaignon print terre.   
  Montaigne. The natural man. Rousseau. From the French Revolution to   
  Romanticism, to the Bolshevik Revolution, to the Surrealist Revolution and  
  Keyserling’s technicised barbarian. We walk.  
 We were never catechised. We live through a somnambular law. We made   
  Christ be born in Bahia. Or in Bélem do Pará. But we never admitted the birth  
  of logic among us. 
(de Andrade, 1928, cited in Lagnado and Lafuente, 2015: 227) 
Here we see Oswald citing some of the authors with whom he is affiliated with 
(Durand de Villegaignon, Montaigne, Rousseau, Keyserling). However, as he points out, such 
kinship should be a reciprocal pursuit (‘we walk’), so, as Azevedo (2012) argues, Oswald is 
reversing centre and periphery positions, creating a point of view where Brazil is not a debtor 
but a cultural matrix. The anthropophagic Brazil that Oswald proposes has the capacity for re-
inventing what is foreign, which includes the catholic religion dominance, as illustrated in the 
passage ‘We made Christ be born in Bahia. Or in Bélem do Pará’. Thus, the amalgamation of 
external influences, carried out by an anthropophagic devouring, produces Oswald’s idea of 
an unsubmissive (‘never catechised’) society. The anthropophagy of Oswald aims at 
exploring modes of ambivalence and hybridism, disrupting and rejecting the Western binary 
logic, which, as he puts it, should never be accepted (Rolnik, 1998a). 
In the Manifesto, Oswald declares a new Brazilian independence, which emerges from 
the formation of a Brazilian identity through anthropophagy, which he announces in the very 
 For a comprehensive analysis of all the aphorisms, see Azevedo (2016).21
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first Manifesto Antropófago’s aphorism: ‘Only anthropophagy unites us. Socially. 
Economically. Philosophically’ (de Andrade, 1928, cited in Lagnado and Lafuente, 2015: 
226). Accordingly, the author proclaims a new date for Brazil’s foundation, replacing the year 
of the arrival of the Portuguese caravels in 1500 for the date of the devouring of Bishop Dom 
Pedro Fernandes Sardinha by the Caetés People.  Thus, when founding his alternative 22
version of Brazil, which he calls Pindorama matriarchy, Oswald writes: ‘Our independence 
has not yet been proclaimed. Typical phrase of Dom João VI: My son, put this crown on your 
head, before some adventurer does! We expelled the dynasty. It is necessary to expel the spirit 
of Bragança, the law and the snuff of Maria da Fonte’ (de Andrade, 1928, cited in Lagnado 
and Lafuente, 2015: 229). This aphorism makes clear Oswald’s plan to extinguish the 
Portuguese colonial repression from Brazil, especially the influence of the Bragança family, 
which he mentions. Only then, as he puts it, would a genuine independence be possible to 
think of. Oswald’ proposal aimed to re-tell an established view of Brazil’s history, which 
considers that its independence from Portugal was proclaimed in 1822 by Pedro de Alcântara 
de Bragança, son of King João VI of Portugal.  
Thus, he inaugurates the idea of a ‘decabral’ Brazil, meaning a Brazil free from Pedro 
Álvares Cabral, free from Portuguese colonial conditions. Oswald states in an interview to 
Milton Carneiro in 1950 that ‘[w]e need, boy, to devespucci and decolombise America, and 
decabral Brazil’  (de Andrade and Boaventura, 2009: 182), that is, set in motion a process of 23
decolonisation utilising anthropophagy as strategy. As such, Oswald anticipated decolonising 
 In Portuguese the word ‘Sardinha’ means sardine, which might convey why Oswald decided to 22
ignore Vespucci’s letter of 1497 that reports the devouring of European explorers even before 
Sardinha’s. In the Manifesto, Oswald set this date in 1554: ‘Year of 374 of the swallowing of the 
Bishop Sardinha’ (Oswald, 1928, cited in Lagnado and Lafuente, 2015: 229). However, historical 
sources indicate that Sardinha’s killing happened in 1556.
 My translation from the original: ‘Precisamos, menino, desvespuciar e descolombizar a América e 23
descabralizar o Brasil’. (de Andrade and Boaventura, 2009: 182).
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theories, conceived decades later in the work of Spivak (1988), Bhabha (1994) and Said 
(1995). In the Manifesto Oswald writes: 
We want the Caraíba revolution. Bigger than the French Revolution. The 
unification of all efficacious rebellions in the direction of man. Without us 
Europe would not even have its poor declaration of the rights of man. 
(de Andrade, 1928, cited in Lagnado and Lafuente, 2015: 226) 
 According to Azevedo (2016), the above aphorism is Oswald’s response to Graça 
Aranha’s claim, in which Aranha argues that Brazil’s aesthetic heritage is fundamentally 
European, with no contribution from the Indigenous Peoples, considered by him as miserable 
rudimentary savages (Aranha, 1925). Further in the book, Aranha also states that the 
European culture must serve not for the work of imitation, but as an ‘instrument to create 
something new with the elements that come from the earth, the people, from the initial and 
persistent savagery itself’ (Aranha, 1925: 37).  Accordingly, Oswaldian anthropophagy 24
subverts Aranha’s view, developing a concept which is rooted on the Indigenous Peoples’ rite 
and values. Thus, Oswald’s anthropophagy wishes to reject the idea of the Brazilian 
Indigenous as a naive hero, a paternalistic appropriation of Indigenous values, well explored 
by the Romantic Brazilian writers José de Alencar, Gonçalves Dias, and Gonçalves de 
Magalhães (Jobim, 2006). Criticising their approach, Oswald writes:  
Against the Indian with the torch. The Indian son of Mary, godson of 
Catherine de Medici and son-in-law of Dom Antônio de Mariz. 
(de Andrade, cited in Lagnado and Lafuente, 2015: 229) 
Oswald’s main project advocates the establishment of a national culture that would no 
longer be the captive of Eurocentric dominance. However, in accessing anthropophagy as a 
way to incorporate the alien, Oswald promotes the breaking down of the division of the world 
into colonised and colonisers (Rolnik, 1998a). According to Rolnik, 
anthropophagy’s power lies exactly in the irreverent affirmation of a mixture 
 My translation from the original ‘instrumento para crear cousa nova com os elementos, que vêm da 24
terra, das gentes, da própria selvageria inicial e persistente’ (Aranha, 1925: 37).
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that does not respect any form of a priori cultural hierarchy, since for this 
mode of cultural production all repertoires are potentially equivalent as 
resources to produce meaning, and only this is of any importance.  
(Rolnik, 1998a: 7) 
Thus, Oswaldian anthropophagy as a mode of alterity allows alien ideas to be 
absorbed along with the ‘freedom to employ only what is pertinent’ (Rolnik, 1998a: 7). There 
is no submission, no copyright. Anthropophagy is commanded by decentralisation, 
bastardisation, and happiness, or as Oswald announces: ‘Before the Portuguese discovered 
Brazil, Brazil had discovered happiness’ (de Andrade, 1928, cited in Lagnado and Lafuente, 
2015: 229). 
 The epitome of the anthropophagic characteristics is found in the Manifesto’s most 
referenced maxim - ’Tupy or not tupy, that’s the question’ - in which Oswald replaces 
Hamlet’s doubt (to be or not to be, that is the question) with the anthropophagic proposition 
(Azevedo, 2012), using  a ‘paronomasia’  that calls for the adoption of a new model of self - 25
the Tupi-self. In this operation, which substitutes the notion of self (to be) by the Indigenous 
model (Tupi), Oswald sets an ontology which is pillar to anthropophagy. In offering a Tupi-
inspired ontology, Oswald sets anthropophagy apart from other forms of appropriation in art 
which became popular from the early twentieth century on, such as collage, bricolage, and 
assemblage. The maxim ‘Tupy or not tupy, that’s the question’ embodies the main strategies 
of anthropophagy: a digestive process which encapsulates the traditional (considered erudite, 
legitimate, original, high art, European) and the bastard (considered uncultured, illegitimate, 
hybrid, low art, Brazilian); the use of humour, and puns, a sense of disobedience and 
irreverence. Although there are similarities between these strategies and the ones found in 
 Paronomasia is a rhetorical device which is characterised by a ‘[w]ordplay based on words which 25
sound alike; an instance of this, a pun’ (Oxford English Dictionary Online, paronomasia entry). The 
use of paronomasia has been extensively performed by anthropophagite writers, particularly visual-
poets such as de Campos and Vallias, in the same way as Oswald has applied it; that is, as a tool that 
allows a transiting between Brazilian Portuguese and foreign language. In other words, the puns which 
play with foreign language have been used as a way to explore anthropophagy in literature.
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other appropriation practices, in evoking the Tupi-self, anthropophagy becomes an operation 
that involves a specific ontology. As I argue in chapter 5, the devouring metaphor, stolen from 
the anthropophagic ritual, is an embodied process of incarnation, and, as such, happens in the 
body. Therefore, anthropophagy, and more precisely the anthropophagic-body, is not a 
process of collage, which is characterised by a mix and matching materials, although it may 
involve it. Thus, I argue, anthropophagy is a process that needs to occur in the body; 
generating a body which is open to the incorporation of the other via devouring. In my 
practice, such operation involved animating the Enteric Nervous System, producing what I 
am defining as the anthropophagic-body.  
Four decades after the launch of Oswald’s Manifesto, the relational experiments 
proposed by visual artists Lygia Clark and Hélio Oiticica approximate anthropophagy to the 
body by the production of a series of participatory pieces. Also, anthropophagy gained new 
flesh when José Celso Martinez Corrêa, director of Teatro Oficina Uzyna Uzona, put 
anthropophagy into action together with his actors in ‘a theatre of irrational 
explosion’ (Veloso, 1997: 244). Hence, anthropophagy in the excess of the body which these 
artists proposed, became once again actual and vibrant. 
 In addition to the Manifesto Antropófago, Oswald published an extensive body of 
work that included plays, poems, books and a thesis. However, Oswald’s ideas of a Brazil 
united via anthropophagy proved to clash with the nationalist project of President Getúlio 
Vargas, embedded in ideas of fascism and populism.  Oswald irreverence and affiliation with 26
the Brazilian Communist Party (PcdoB) led to the censorship of some of his works. Thus, it 
was not until 1967 that anthropophagy would regain its full power, which happened through 
the first staging of Oswald’s play O Rei da Vela by Teatro Oficina Uzyna Uzona.  Directed 27
 The Vargas Era lasted in Brazil from 1930 to 1945.26
 The play, written in 1933, was part of Oswald’s Devouring Trilogy (Trilogia da Devoração), 27
published in 1937 together with O Homem e o Cavalo (1934) and A Morta (1937).
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by Martinez Corrêa, the play used anthropophagy as a way to reinvent Brazilian theatre after 
the military coup of 1964, that is, taking it away from conservative ideas, from the 
Portuguese-Brazilian dramaturgy, and from European traditional styles such as commedia 
dell’arte (Martinez Corrêa, 1998). Martinez Corrêa wanted to perform a ‘here and now 
theatre’ (Martinez Corrêa, 1998: 85) which would stage current urgent problems, so he found 
in Oswald’s O Rei da Vela a portrait of a Brazil from the 1930’s which was surprisingly 
contemporary in the 1960’s, for which the director denounced the permanence of the same 
vicious personages—the rural bourgeoisie, the reactionary family, the opportunistic salesman, 
the foreign entrepreneur-exploiter (Martinez Corrêa, 1998). Under the cogito ‘I disrupt, 
therefore I am’ (Martinez Corrêa, 1998: 85),  Teatro Oficina Uzyna Uzona, explores 28
anthropophagy in an ingenious and unprecedented way, since the group proposed a radical 
embodiment of the anthropophagic disruptiveness. Martinez Corrêa and his troupe of actors 
handed their bodies to anthropophagic exploration, giving a new slant to it. The Teatro 
Oficina Uzyna Uzona’s anthropophagic embodiment happened via a highly ritualised theatre, 
which explored physical performance, naked bodies, Indigenous ritualistic elements 
(pajelança), and the proximity with an often participative audience, so there was no fourth 
wall separating audience and actor. Also, as in the anthropophagic ritual, references to sex are 
a strong part of the group’s staging, particularly anal sex between men, one of the main 
taboos in Brazilian society until today.  This inversion, which proposes a devouring from the 29
anus, would be further developed by artist-scholar Mombaça, in the light of queer theory. As I 
clarify later, Mombaça’s proposition of ‘anthropophagy with the whole body’ is vital for the 
construction of an anthropophagic-body as I interpret the term. 
 My translation from the original: Esculhambo, logo existo! (Martinez Corrêa, 1998: 85).28
 Hans Staden reports that it was part of the anthropophagic ritual to be engaged in sexual intercourse 29
with the Indigenous, and that often the Indigenous women would harass him, by touching and teasing 
him sexually. The connection established between sex and anthropophagy will be recurrent in further 
anthropophagic developments, since the act of ‘eating someone’ has a double meaning in Brazilian-
Portuguese: it means both cannibalism and the act of having sexual intercourse.
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 Teatro Oficina Uzyna Uzona became known for staging sharp criticism of the 
Brazilian status quo, marking the troupe as one of the biggest oppositions to the dictatorial 
government which ascended to power in 1964, in Brazil. The bold and irreverent counter-
culture statement made by the performance of O Rei da Vela would become a reference to the 
Tropicalismo movement (Lagnado and Lafuente, 2015).  
 In the audience of O Rei da Vela was Caetano Veloso, one of the leaders of the 
Tropicalismo movement, who would later declare that the play represented for him a meeting 
with Oswald and his anthropophagy (Veloso, 1997). So, although Veloso had known about 
the theory beforehand, the play offered him a first-hand embodied experience of 
anthropophagy. Thus, from this perspective, together with the Tropicalistas, he started to 
explore anthropophagy in his music. With Movimento Tropicalista, anthropophagy acquires 
new purpose in the hands of a new generation of artists that would explore the concept in 
music, film, performance and installation, and which resulted in a comprehensive production 
of works.  
The name of the movement comes from a Hélio Oiticica’s piece Tropicália (1967) 
which is part of a series of installations which he calls Penetráveis (1960). The Penetráveis 
are labyrinths composed of many kinds of textures and organic materials, which should be 
crossed by participants.  For visual artists like him and Lygia Clark, anthropophagy 30
essentially became a relational proposition that generated experimental works, which called 
for interaction and movement. Therefore, in works such as Oiticica’s series Parangolés 
(1964), and Bólides (1967), Lygia Clark’s Bichos (1960- 64), and Estruturação do Self 
(1976-88), the anthropophagic absorption of the other was a way of blurring dichotomies of 
 Currently, Tropicália, Penetrables PN 2 'Purity is a myth' and PN 3 'Imagetical' (1966-7 ) is in 30
display at Tate Modern in London, but ironically the iconic penetrable piece is not allowed to be 
penetrated by the audience for the sake of the archival. Brazilian curator Herkenhoff,  responsible for 
the São Paulo Biennial of 1998, admits that works like Oiticica’s ‘introduce curatorial challenges 
since they summon the public’s participation as a condition of the realisation of art’ (Herkenhoff, 
1998: 38). 
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inside/outside, self/other, organic/inorganic, man/nature, artist/spectator, aiming to transform 
the art object into a communal experience. These ideas would inspire the Tropicália artistic 
movement formed mainly by musicians from Bahia interested in challenging polarisations, 
such as foreign and domestic, original and copy and high and low art. 
A strong voice of Tropicalismo were the singer-composers Caetano Veloso, Gilberto 
Gil, Gal Costa, Tom Zé, and Torquato Neto. The massive invasion of US culture in Brazil in 
the 1960s was being questioned, which is well expressed by Gordurinha, Almira Castilho and 
Jackson do Pandeiro’s song ‘Chiclete com Banana’ (1959):   
 I just put bebop in my samba. 
 When Uncle Sam plays a tambourine 
 When he picks up 
 the tambourine and the zabumba 
 When he learns 
 That samba is not rumba 
 Then I'll mix it up 
 Miami with Copacabana 
 Chewing gum I mix with banana, 
 And my samba will look like this: 
 Tururururururi bop-bebop-bebop 
 [...] 
 I wanna see the confusion 
 [...] 
 Check it out the samba-rock, my brother.  31
(Gordurinha, Castilho and Pandeiro, 1959) 
Thus, anthropophagy is used by the Tropicalistas as a decolonising strategy, 
invigorated by counter-culture activism. The Tropicalista slant to anthropophagy was marked 
also by the way the singer-composers would extravagantly perform their shows, so that the 
body was involved in their acts of devouring. Nakedness, flamboyant costumes, and 
provocative dancing were part of their rebel bodies’ repertoire, an attitude which draws from 
the idea of anthropophagy as a reaction against the the prudish fully dressed body of the 
 My translation from the original: Eu só boto bebop no meu samba; Quando Tio Sam tocar um 31
tamborim; Quando ele pegar no pandeiro e no zabumba; Quando ele aprender que o samba não é 
rumba. Aí eu vou misturar, Miami com Copacabana. Chiclete eu misturo com banana, e o meu samba 
vai ficar assim: Tururururururi bop-bebop-bebop […] Eu quero ver a confusão […] Olha aí, o 
samba-rock,meu irmão. (Gordurinha, Castilho and Pandeiro, 1959).
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colonisers (Azevedo, 2012), reflecting directly the Manifesto Antropófago 7th aphorism: 
‘What hindered truth was clothing, the impermeable coat between the interior world and the 
exterior world. The reaction against the dressed man. American cinema will inform us’  (de 32
Andrade, 1928, cited in Lagnado and Lafuente, 2015: 226). 
For the Tropicalistas, the body was used as ground of resistance. According to Heloísa 
Buarque de Hollanda and Marcos Gonçalves:  
 In the Tropicalista option the focus of political concern was shifted from the  
  area of  the “Social Revolution” to the axis of “rebellion”, of localised   
  intervention, of politics conceived as a daily debate, which were linked to life,  
  to body, to desire, and to culture in a broad sense. In relation to the cultural  
  industry, this new way of conceiving politics was translated into an explosive  
  capacity to provoke areas of friction and tension not only in the specific plane  
  of music language but also in the exploration of the visual/corporal aspects  
  involved in its presentations.  33
 (Buarque de Hollanda and Gonçalves, 1982: 66) 
The Tropicalista movement was marked by its protest songs, which became an 
important form of resistance during the dictatorship period in Brazil (1964 - 1985). Many of 
the artists at that time were arrested, censored or exiled. The diaspora, however, brought the 
possibility of another anthropophagic angle which happened through the interaction between 
artists since they came in contact with other rhythms and cultures which were not yet 
accessible in Brazil at that time. In Veloso’s words ‘the idea of anthropophagy fits us like a 
glove: we were eating the Beatles and Jimi Hendrix’ (Veloso, 1997: 247). 
 For Azevedo (2012), Oswald evoking the American cinema introduces important characteristics 32
which will be recurrent in the Manifesto Antropófago: the valorisation of the American continent (the 
New World as opposed to the European Old World), and the valorisation of new technologies such as 
cinema and television. These two proposals are strong in the Tropicalismo approach, which led to an 
approximation with Latin American artists, and the idea of a ‘technological barbarian’, a figure who is 
simultaneously savage and future forward.
 My translation from the original: ‘Na opção tropicalista o foco de preocupação política foi 33
deslocado da área da “Revolução Social” para o eixo da “rebeldia”, da intervenção localizada, da 
política concebida enquanto problemática cotidiana, ligada à vida, ao corpo, ao desejo, à cultura em 
sentido amplo. Na relação com a indústria cultural essa nova forma do conceber a política veio a se 
traduzir numa explosiva capacidade de provocar áreas de atrito e tensão não apenas no plano 
específico da linguagem musical, mas na própria exploração dos aspectos visuais/corporais que 
envolviam suas apresentações’ (Buarque de Hollanda and Gonçalves, 1982: 66).
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An example of this is the cooperation between Gilberto Gil and reggae artists such as 
Jimmy Cliff, which happened during Gil’s exile in London. This led to a long partnership, 
which rendered many songs that mix Brazilian music and reggae, like ‘Não chores mais/No 
woman no cry’ (1979), a Gil’s version of the Bob Marley song. Another example is the 1971’s 
album by Caetano Veloso, also produced during his exile in London, in which he mixes his 
Brazilian music with rock, among other influences. Singing both in English and Brazilian-
Portuguese, his songs reveal his nostalgia and are at the same time a statement about the 
brutality of the dictatorship. In ‘A Little More Blue’ (1971), he sings:  
One day I had to leave my country,  
calm beach and palm tree 
That day I couldn't even cry 
And I forgot that outside there would be other men 
But today, but today, but today I don't know why 
I feel a little more blue than then 
[…] 
One morning they came around to take to jail 
I smiled at them and said – all right 
But alone in that same night I cried and cried again 
But today, but today, but today I don't know why 
I feel a little more blue than then. 
(Veloso, 1971) 
The anthropophagic perspective towards the foreign, which aims at a collaborative 
experience, that is unsubmissive, and thereby de-colonial, gave to the exiled artists, 
particularly Veloso, Gil, and Oiticica, a sense of home-coming similar to what I experienced 
by dancing Aquele do Reloginho. Anthropophagy thus affected the way they manoeuvred 
their new interests, thereby giving their diaspora a character of political resistance. 
Synchronously with the Tropicalistas, the Cinema Novo, a movement lead by Glauber 
Rocha followed by Carlos Diegues, Joaquim Pedro de Andrade, Leon Hirszman, Miguel 
Faria Jr., and Nelson Pereira dos Santos, also revisited Oswald’s anthropophagy proposition 
to create provocative and transgressive movies. Returning to the idea of the manifesto writing 
as ideological platform, together they wrote the Manifesto Luz e Ação (1973), which 
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‘denounces government repression and cinema mediocrity; more importantly, it points out the 
link between the two’ (Johnson and Stam, 1995: 90). Essentially, the Cinema Novo was a 
politicised movement, interested in bringing forward to the screen a critical image of Brazil, 
which was not in the dictatorial government’s agenda: 
We reject “the public at any price” blackmail. It has led Brazilian cinema to 
the most abhorrent deformations: easy laughs at the expense of the weak, 
racism, sexuality as merchandise, scorn for artistic expression as a scientific 
and poetic form of knowledge. And we affirm this rejection with the authority 
of those who have worked consistently and constantly toward a dialectical 
relationship between spectacle and spectator.  
[…] 
We refuse to justify silence or impotence with hypocrisy. Progressively 
expanding these limits through the exercise of freedom, we will further deepen 
our work, making it rain in the desert. 
[…] 
As Brazilians, this is our fundamental situation: if we do not put Brazil in our 
films, they will have failed. 
(Manifesto Luz e Ação, cited in Johnson and Stam, 1995: 92) 
Films like Cinco Vezes Favela (1962), Ganga Zumba (1963), Vidas Secas (1963), and 
Deus e o Diabo na Terra do Sol (1964), recurrently portrayed the stories of the excluded; in 
particular, the last two show the Brazilian sertão, a remote rural area of Northeastern Brazil, 
depicted decades before in Amaral’s painting Abaporu, already mentioned above, and which 
was not seen in the screen before the works made by the Cinema Novo movement.  
Likewise, Oswald and the artists of Semana de 22, the Cinema Novo advocates for 
experimentalism, looking for new forms of practice: 
For us cinema only has meaning as a permanent invention, on all levels of 
creation—the search for new modes of production, new thematic areas, new 
techniques, and linguistic experimentation. 
(Manifesto Luz e Ação, cited in Johnson and Stam, 1995: 92) 
From this perspective, they made the most of very small budgets, from which the 
movement’s maxim derived: to make cinema, one only needs a camera in hand and an idea in 
mind. For Glauber Rocha (1981), this was an anthropophagic approach to cinema, because it 
inverted the lessons he learned from European filmmakers, creating a marginal and political 
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way to approach cinema’s content and form. A good example of this operation at play is 
‘Terra em Transe’ (1967) by Glauber Rocha, which is considered a landmark in the history of 
cinema. The film is an experimental allegory that transfers Howard Hawks’ western aesthetics 
to the Brazilian sertão, elaborating the fictitious country of Eldorado as a way to criticise the 
corrupted and violent dictatorial government.  
Equally experimental is ‘Como Era Gostoso Meu Francês’ (1971) by filmmaker 
Nelson Pereira dos Santos, a period film mostly spoken in the Tupi language, which marks 
his relationship with anthropophagy. The film derives from Staden’s account of his time in 
captivity, although in the film his figure is substituted by a nameless Frenchman. According 
to Young (1998), the film incorporates Tropicália’s aesthetics into the cinematographic idiom, 
proposing a reinvention of Brazil’s colonial period that, ultimately, aims to ‘undermine the 
authoritative self-representation of the military regime after the Fifth Institutional Act of 
1968’ (Young, 1998: 1).  34
In 1972, a year after the launch of ‘Como Era Gostoso o Meu Francês’, the theatre 
group Dzi Croquettes premiered its first show. The troupe, formed by thirteen non-binary 
dancers-actors-singers-writers, used anthropophagy to articulate its irreverent propositions. 
The very composition of the name summarises the group’s anthropophagic attitude. The idea 
derived from the US psychedelic group ‘The Cocketts’, to which the Dzis were fans. Thus, 
‘dzi’ refers to the altered pronunciation of the English word ‘the’; and the word ‘croquetes’, 
refers to a popular Brazilian snack, usually made from cheap or leftover meat, and which 
cylindrical format is often associated with that of the penis. To complete the name, the word 
croquete got an extra ‘t’ to add an ironic idea of sophistication by sounding French.  
 The Fifth Institutional Act of 1968, issued by President Artur Costa e Silva, closed the Brazilian 34
National Congress and suspended the country’s constitution. The Fifth Act initiated the harshest 
period of the dictatorship in Brazil which lasted 10 years.
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Thus, the Dzi Croquettes made use of twisted imported words, often mixing Brazilian 
Portuguese with French and English language, in the songs they sang as well as in their 
dialogues. The work was highly performative, the text was fabricated by the performers and 
there was no fixed division between stage and audience—a kind of theatre that Lehman will 
later define as post-dramatic (2006) and Féral as performative (2008). The group was 
interested in questioning ideas of refinement and crudeness, male and female, high and low 
art, which was more evidently demonstrated by the use of extravagant long dresses and 
female make up over unshaved muscled male bodies. Cross-dressing was a big part of the 
group’s proposition, yet it was not used to disguise male features but to reinforce the co-
existence between genders (Wasilewski, 2018). A Dzi Croquettes show was composed of 
multilayers of references, which were not fixed or adequate as there was always the element 
of disruptiveness, inaugurating what Masseno will later call Tupyqueer.  
These examples—the Tropicalismo approach, Clark and Oiticica’s participatory art, 
the Cinema Novo experimental filmmaking, the Teatro Oficina Uzyna Uzona and the Dzi 
Croquettes’ radical marginal theatre—are highlights of a bigger scenario; the counter-culture 
period in Brazil (1960’s - 1970’s). The movement involved other manifestations, such as 
music bands Secos e Molhados, and Os Mutantes, the concrete and neo-concrete poets like de 
Campos, and Ferreira Gullar, which also explored anthropophagy as a marginal form of 
resistance, and proclaimed a critical image of Brazil that was not in the dictatorship’s agenda. 
The dictatorship, however, played a violent role, silencing many artistic manifestations, 
especially those of theatre groups which were considered subversive. The Dzi Croquettes, for 
example, after a private performance to censorship agents, which resulted in a ban of the play, 
had to seek exile in Paris, and, although immensely popular, the group only lasted three years.  
The Teatro Oficina Usyna Uzona, which was responsible for the recapture of 
anthropophagy, was closed in 1974 after the imprisonment, and later exile, of its director, 
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Martinez Corrêa, who went to live in Portugal. The group would re-assemble in 1991, six 
years after the end of the dictatorship, with the staging of As Boas, by Jean Genet. Adding to 
these episodes, a countless number of songs, books and plays were censored, and many artists 
were arrested, tortured or went missing.  
As Heloísa Buarque de Hollanda (1980) reminds us, at that time, the marginal and 
transgressive attitude of these groups - the use of drugs, androgyny, bisexuality, noncompliant 
and irreverent inclination - were considered a threat to the conservative regime. Therefore, the 
disruptive, and often illegal, conduct, which questioned moral values, was a conscious 
political dissidence, a kind of resistance that was then named desbunde. The desbunde, 
different from armed revolution, operated by provocation, disruptions, and sheer happiness, 
which reflected in the Manifesto Antropófago’s aphorism: ‘Happiness is the proof of the 
pudding’ (de Andrade, 1928, cited in Lagnado and Lafuente, 2015: 229). 
Despite being under a repressive regime, this generation produced a significant body 
of work which strongly reverberates today. Inspired by the modernist project of Oswald, the 
Brazilian counterculture movement gave new life to anthropophagy by embodying the Tupi 
ontology as a form of disruptiveness. Therefore, in the hands of radical theatre groups, daring 
filmmakers, experimental visual artists, and the Tropicalistas, anthropophagy became a 
marginal counterculture perspective, linked to activism and dissidence, an alternative 
character that was not fully experimented by anthropophagy’s founder artists. 
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Current Approaches to Anthropophagy 
It was only since the Tropicalismo that anthropophagy became a strong form of political 
activism. This approach to anthropophagy fast forwards to the most recent updates I am 
looking at, in this section. The current approaches to anthropophagy are focusing on the 
historically marginalised groups in Brazil—the Indigenous, the urban periphery, and the 
queer. Thus, the new anthropophagic propositions that I analyse here (Totem, Manifesto da 
Antropofagia Periférica, and devoraçãocomcorpointeiro) are permeated with ideas of 
togetherness and collaboration, offering an innovative slant to the theory, which also informs 
my approach to anthropophagy in relation to solo performance practice.  
 The anthropophagic movement, at its origin, is often criticised for being an elitist 
formulation. In fact, it is necessary to acknowledge that the initial project was designed by, 
and for, a group mostly composed by the quatrocentões heirs, i.e. members of Brazilian 
oligarchy and aristocratic families, former slave-owners. Thus, anthropophagy, in its modern 
project, aimed to delineate a nationalist form of art, configuring an idea of Brazilian-ness by 
rescuing Indigenous values, but not actually concerned with the Indigenous themselves.  
 A recent approach to anthropophagy, which focus on the Indigenous People’s 
disenfranchising, can be analysed through the work Totem, which is a video visual-video-
poem created by André Vallias (2013).  Starting with ‘Sou’ (I am), Totem assembles the 35
names of 222 Brazilian Indigenous Peoples. The sound of the words in a sequence gives the 
work a musicality that ends up creating a sole long name. In the video, Vallias juxtaposes 
accelerated video images of the Indigenous People (captured from the 1932 film Ao Redor do 
Brasil by Major Luiz Thomas Reis) with geometrical graphs. While the poem is recited by the 
artist, an Indigenous chant can be heard in the background, an overlay which Vallias calls 
 Available at https://vimeo.com/57330266 (Accessed: 15 May 2018).35
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sound-collage. The video is subtitled with a typology, created by the artist, which refers to the 
Indigenous graphic art. Near the end of the three and a half minute video, the naked 
Indigenous People start to appear dressed in white people ’s outfits, wearing buttoned shirts 
and ties. Then, there is a slight change in the graphics, finalising in a portrait of an Indigenous 
person fully dressed as a white man.  This montage, which shows the diversity of the many 36
Indigenous Peoples being reduced to a single catechised version of white people, criticises the 
current violence and disenfranchisement towards these peoples, which aimed at the reduction 
of their land.  
Totem was inspired by a political movement, which gained momentum when a 
number of people in Brazil added Guarani-Kaiowá, to their social media names. This 
presented a platform on which social media users could call attention to Indigenous Peoples 
who suffer from continuous persecution by landowners, and whose extermination has been 
ignored by political authorities. Viveiros de Castro (2013) suggests that the movement was an 
act of political and spiritual solidarity which articulated a message that ‘all of us are all of 
them’.  37
By bringing together the names of the Indigenous Peoples, Vallias devours the social 
media’s protest strategy, and transforms it by elongating the accumulation of names, an action 
that refers to the Tupi anthropophagic process of gathering names, and which was also 
employed by solo artist Wagner Schwartz in his solo performance Wagner Ribot Pina 
Miranda Xavier Le Schwartz Transobjeto (2004).   38
 This portrayal illustrates the radical oppression system of cultural assimilation also discussed by 36
Fanon in Black Skin, White Masks (2017).
 By the same token, the independent campaign ‘índio é nós’ (Indian is us [sic]), whose struggle 37
includes the urgent demarcation of Indigenous lands, was formulated through the same idea of 
togetherness and political solidarity.
 I discuss Schwartz’s work in chapter 4.38
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In doing so, Vallias’s piece is a manifesto that advocates for a solidarity that requires 
expansion and visibility; most importantly, supporting a community that needs to be 
recognised as part of society. 
Likewise, the Cooperifa, a suburban cooperative of São Paulo, uses an anthropophagic 
model of articulation for creating a sense of togetherness. This time, poet Sérgio Vaz devours 
Oswald’s proposition by re-writing the Manifesto Antropófago from the metropolis’s 
periphery voice.  
Vaz’s Manifesto da Antropofagia Periférica (Peripheral Anthropophagy Manifesto) 
establishes a critical dialogue between his peripheral collective and the project, originally 
created by the São Paulo arts’ elite in the 1920’s. Vaz’s sharp critique is aimed not only at that 
particular group, but also challenges the overvaluation of erudite art to the detriment of 
peripheral knowledge. Hence, he recaptures the high and low art debate initiated by the 
Tropicalistas, adding the centre/periphery inequalities to the discussion. Vaz’s writes: 
The Art that liberates cannot come from the hand that enslaves. 
[…] 
Against the cowards and the aquarium scholars. 
[…] 
Against the barbarism which is the lack of libraries, cinemas, museums, 
theatres and spaces for the access to cultural production.  39
(Vaz, 2008: 247) 
Vaz’s manifesto offers a central contribution updating and broadening the notion of 
anthropophagy, by twisting Oswald’s original aphorism ‘I am interested only in what is not 
mine’, and replacing it with a contrasting new proclamation written in capital letters: ‘IT IS 
ALL OURS!’ (Vaz, 2008: 250).  With this, the Peripheral Anthropophagy proclaims its goal, 40
by calling for collective empowerment. While Oswald proposed anthropophagy as an ethical 
 My translation from the original: ‘A Arte que liberta não pode vir da mão que escraviza’; ‘Contra 39
os covardes e eruditos de aquário’; ‘Contra a barbárie que é a falta de bibliotecas, cinemas, museus, 
teatros e espaços para o acesso à produção cultural’ (Vaz, 2008: 247).
 My translation from the original ‘É TUDO NOSSO!’.40
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formula for relationships, focusing on external influence (at that time, mainly European), 
Vaz’s version proposes the use of the same formula as a way of bolstering a cooperative 
structure. According to Vaz (2008), the aim is to develop an art that is located within, and also 
addresses, the suburb. Therefore, Vaz’s anthropophagy aims to bring visibility to a 
marginalised collective. In his words: ‘The periphery united, at the centre of all things’ (Vaz, 
2008: 250).  41
Another angle is the queer approach to anthropophagy and, reversely, an 
anthropophagic approach to queer, as Nemi Neto (2015) proposes. One example is the 
Tupyqueer Manifesto, a proposition formulated by André Masseno, devised in 2011 as the 
lecture-performance: ‘To be or not to be queer: that’s a (toxic) question’, which results in a 
text that mixes scholarly and manifesto writing. Establishing Oswald’s anthropophagy as the 
foundation of the tupyqueer, Masseno (2015) advocates for an art with no ties, that steals, 
eats, reprocesses and finally vomits the stereotypes that fall on the tropical bodies—mestizo, 
objectified, submissive, and over sexualised bodies. 
In his writing, Masseno recalls the figure of Madame Satã, offering a contrast between 
the artist’s marginalised background - black, impoverished, and homosexual - with the 
Brazilian modernist artistic and intellectual circle formed by Oswald and his contributors. 
Indeed, Satã was already a well-known disruptive figure in Rio de Janeiro’s bohemian scene, 
when anthropophagy was being formulated by Oswald. Oswald’s group of artists did not take 
into account Satã’s anthropophagic vocation, characterised by the mix between capoeira, 
carnival, samba, lip-syncing, Josephine Baker’s dance, and crossdressing. Satã’s figure, 
however, would only be recaptured decades later, in Karim Aïnouz’s film Madame Satã 
(2002).  
My translation from the original ‘A Periferia unida, no centro de todas as coisas’ (Vaz, 2008: 250).41
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The approximation between the queer and the anthropophagic stances are not new, 
though, considering the explorations made by artists such as singer-performer Ney 
Matogrosso and his former group Secos e Molhados, by the performance of Teatro Oficina 
Uzyna Uzona, and by the Dzi Croquettes, aforementioned. 
However, the development of queer theory has expanded the discussion, by offering a 
conceptual framework not yet explored by Brazilian artists in relation to anthropophagy. 
Representative of this is the striking article ‘Para Dar Corpo a um Cu Canibal’ (To Give 
Body to a Cannibal Ass), by Mombaça (2016), in which the artist-author offers an 
anthropophagic inversion, proposing to dislocate the centrality of the mouth as privileged site 
of speech towards the anus.  
Mombaça articulates the anthropophagic thought as a necessary collective and de-
colonial project, rejecting what the author described as ‘the arrogance of the universality of 
the queer utopia’, and the ‘liberal egolatry that hyper-values the individual body’ (Mombaça, 
2016). Thus, the cannibal-ass operates via anthropophagic inversion, proposing a re-mapping 
of the holes of the body away from a colonial anthropophagic narrative that gives centrality to 
the mouth as the primary place of eating and speaking. Fundamentally, the strategy 
formulated by Mombaça seeks then, to give attention to a body in its full-of-holes condition. 
Thus, it wishes  
to rehabilitate the ass as a possible vector of nutrition and enunciation of a 
corporality-other, deforming from the colonial political-body, and generating a 
body-that-knows, responsible for its own penetrability, excitability, speech-
ability, and mutation exercise.  42
(Mombaça, 2016, my emphasis) 
Drawing from Rolnik, Mombaça defines the full-of-holes’ body as a porous one, a 
body that is constantly redefined by the encounters and collectives that cross it. Thus, it is, 
 My translation from the original ‘reabilitar o cu como possível vetor de nutrição e enunciação de 42
uma corporalidade outra, deformante da corpo-política colonial e geradora de um corpo-que-sabe 
responsável por sua própria penetrabilidade, excitabilidade, falabilidade e exercício de 
mutação’ (Mombaça, 2016).
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according to the author, an anthropophagic platform in which ass, mouth, porous, scars, nose, 
and other perforations, can exchange roles. Mombaça’s queer logic is fundamental for the 
relationship I establish when devouring queer artist Nando Messias. Mombaça’s proposition 
advocates for a devoraçãocomcorpotodo (devouring with whole body), i.e. a devouring that 
goes beyond the explicit act of eating from the mouth, but is a gesture of incorporation of 
alterity, which is, in other words, a return to the primary sense of the Tupi ritual of altering the 
self from the devouring of the other.  
Thus, these latest approaches to anthropophagy—one that calls the attention to the 
Indigenous People (Vallias), a second that concerns and is created by the peripheral artists 
(Vaz), and a third one that proposes a queer inversion to the anthropophagic logic (Mombaça) 
—restore and expand anthropophagy, by bringing their concerns to the front line, and by 
activating solidarity and visibility of the marginalised collective groups.  
My slant to anthropophagy follows similar terms, particularly drawing from 
Mombaça’s formulation devoraçãocomocorpotodo. Thus, I use anthropophagy to propose a 
new ontology for myself, that is, as an imaginary cannibal. I propose to be a solo dance 
practitioner who incorporates the Tupi model of self. Like in Mombaça’s proposition, I aspire 
to my body as a whole acting as the other, and I do this by animating what I define as an 
anthropophagic-body. 
Accordingly, my practice differs from Oswald’s initial approach to anthropophagy, 
which posits it as a process of incorporating and altering foreign cultures, aiming to respond 
to a modernist necessity of creating a Brazilian cultural identity. However, as demonstrated, 
anthropophagy is not limited to its original modernist desire; on the contrary, as Rolnik 
(2013) reminds us, anthropophagy is capable of creating an alterity space from which one can 
reinvent oneself. Thus, it is in this space of alterity and reinvention that lies my proposition, 
which relates anthropophagy and solo dance.  
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As I have been fashioning throughout this writing, anthropophagy also has a political 
de-colonial value within this research, an approach that draws from the counter-culture 
movement, and from the current approaches to anthropophagy as cited. Effectively, opening 
my body to the other via anthropophagy, aiming to generate a solo practice that focuses on 
collaboration rather than the singular, also answers a haunting feeling (Gordon, 2008) which 
evinces my colonised condition; of a dance practitioner who comes from a repressive 
colonised society. Anthropophagy, therefore, is, to me, a strategy of emancipation which 
functions, as Brazilian scholar Osmar Moreira dos Santos explains, as a critical activity that 
‘encompasses all that we [Brazilians] should repudiate, assimilate and surpass to achieve our 
intellectual autonomy’ (2010: 38).  
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4. Collaborative Strategies in Solo-making - 
Examples of Practice 
In this chapter I look at examples of solo practice, analysing how they make use of 
composing strategies as means to establish collaborative practices which challenge the idea of 
solo as an expression of a singular individual by working ‘beyond self’ (Dey, 2015: 142). 
 Particularly, I am examining the strategies of mirroring, developed by Anna Deavere 
Smith; re-enacting, as approached by dance artist Cristian Duarte; transmitting, as proposed 
by Yvonne Rainer in Trio A; and the two anthropophagic approaches proposed by Wagner 
Schwartz in La Bête and Wagner Ribot Pina Miranda Xavier Le Schwartz Transobjeto.  
 Throughout my research time together with Nando Messias, I collected a series of 
objects, images, recordings, music, writings, concepts, which were important to him and 
which would constitute the patuá I made of him.  However, when I started manipulating this 43
material in order to compose a solo dance, I perceived that the work was following a 
citational route. I felt that I was articulating Messias’ practice by mixing and matching his 
material, manufacturing a new solo practice for myself, but I found myself wondering to what 
extent what I was exploring embodied an anthropophagic operation of devouring.  
 As I have argued in chapter 3, anthropophagy is characterised by a sense of 
irreverence which is politically charged, where the process of appropriation of the other 
results in highly adulterated pieces. However, anthropophagy can be paralleled with other 
appropriation operations, such as parody, allegory, and bricolage, which follow similar 
principles. In particular, the parody as a process of ‘repetition with critical distance, which 
marks difference rather than similarity’, as defined by Hutcheon (cited in Newman, 1989: 
 I further describe my working with Messias in chapter 6, clarifying the materials I collected and 43
methods of creating proximity I explored with him.
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140), evokes the same disobedience, which marks the anthropophagic approach. Thus, by 
looking at other solo practices I aimed to answer a question of my project which concerned 
finding what was specific to anthropophagy as a tool to generate a solo that exists in relation 
to collaboration, which would distinguish the anthropophagic operation from other forms 
explored by solo artists. 
 I had researched Anna Deavere Smith’ work before I went to see her solo Notes From 
The Field (2015), which she performed in London in 2018. Therefore, I was aware of her 
method of creation, in which she uses a meticulous and extensive interviewing process to 
generate the voices from which she composes her intricate dramaturgy. Smith’s work has 
been included in (the so-called) ‘verbatim theatre’, a term coined by Paget in 1987 (Heddon, 
2008), and also seen as ‘documentary theatre’ (Kalb, 2001).  In her method, she reproduces 44
the exact same words used originally by her interviewees. However, the words ‘verbatim’ and 
‘documentary’ do not seem to convey what happens on stage in the actress’ body. In 
experiencing her solo live, my focus was not on the precise reproduction of voice traits and 
mannerisms that she virtuously performs. Instead, Smith captured me by the way she engages 
and manipulates in her body all the other bodies she seems to overlay in herself. Smith’s solo 
is not about actuality or reproduction of a historical reality, but a process of incarnation done 
by incorporation (Schechner, 2002), and edition (Kalb, 2001), which is comparable to the 
devouring-vomiting proposed by anthropophagy.  
[Smith] does not “act” the people you see and listen to in Fires in the Mirror [a 
previous solo from 1992]. She “incorporates” them. Her way of working is 
less like that of a conventional Euro-American actor and more like that of 
African, Native American, and Asian ritualists. Smith works by means of deep 
mimesis, a process opposite to that of “pretend.” To incorporate means to be 
possessed by, to open oneself up thoroughly and deeply to another being. 
(Schechner, 2002: 343) 
 As Heddon (2008) explains, ‘verbatim theatre’ or ‘documentary theatre’ is a form of practice in 44
which interviews with people provide the material for the script development. The actor then 
reproduces the interviewee’s voice and mannerisms.
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 Smith’s possession process starts with a collection of recordings which she gathers by 
interviewing. As Schechner suggests, her work system appears African-rooted, as she 
performs similarly to a griot, that is, Smith acts as a live repository of oral histories which she 
is responsible for transmitting. The tradition that Smith choses to collect in her body, and 
perform, is the one of conflict. While listening to the dissenting voices which feed her 
dramaturgy, she does not portray one particular point of view, but many; by splitting herself 
up in multiple characters, she articulates and de-polarises the dispositions. Smith, as a 
repository, allows herself to be inhabited by all the personas she carefully pours out of her 
possessed body. The performer untangles her dramaturgy by exercising an explicit editorial 
eye (Kalb, 2001), which assures that the work is not about performing reality, but a product of 
an appropriation strategy that makes the actor and the character always visible.  
 In Notes From The Field, Smith is accompanied by bass player Marcus Shelby. The 
bass low tones resonate deep within the body, and together with the large round shape of the 
instrument, replicates Smith’s physical presence, creating a mirror which demonstrates the 
precise imagery articulation which pervades the solo. The performer works by mirroring 
others, however she is always reflected in them.  
 Smith learnt how to mirror others by repetition, so by reproducing the words of the 
characters she finds their bodies in herself:  
My grandfather told me that if you say a word often enough, it becomes you. I 
was very interested before I developed this project in how manipulating words 
has a spiritual power. […] Because I’m saying the stuff over and over again 
every night, part of me is becoming them through repetition – by doing the 
performance of themselves that they do.  
(Smith and Martin, 2002: 338 - 340) 
 Smith’s approach of incorporating the other produces a body which allows the other 
in. This is made possible by her shamanic attitude with others which involves respect, deep 
listening, and uncanny empathy (Schechner, 2002).  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 Thus, in envisioning possible ways of approaching the other in my anthropophagic 
project, I was inspired by Smith’s method of becoming a shaman, since I found a co-relation 
between her possessed body and the body I wanted to construct for myself, i.e. a body that 
allows the other in. Therefore, I answered my primary impulse of conducting interviews with 
Nando Messias in an attempt to mirror Smith’s quality, and this was how I first approached 
him.  
 I organised an interview with Messias, planning to produce original primary source 
material, fabricated from the relation between me and the artist, as opposed to artist journals 
or other written documentation. A first interview was conducted on my second meeting with 
the artist and was organised as non-structured with two master-questions that encompassed 
the inquiry (Alves de Castro, 2015). I asked Messias about his practice as a soloist, wishing to 
learn about the strategies he employs when composing a dance and the main references of his 
work. I expected the interviews would contribute to my practice as well as to the final thesis 
writing, which would benefit from the voice of the artist-collaborator.  
 The interview process acted as a gateway to establish the proximity I needed, in order 
to commence a relation with the artist. However, although we produced valuable material 
together, accessing his voice back at the studio, did not excite my body in an anthropophagic 
way. Neither did I experience Smith’s process of incorporation. Despite getting close with 
him in this process, I did not feel I was devouring Messias with my body. The reproduction of 
Messias’ voice engaged my mouth, but did not run through my dancer’s body, so that the 
process of incarnating him needed to find other ways in.  
 Focusing on this self-interrogation, I turned to parallel examples of solo practice, 
pursuing other models of appropriation which would possibly shed light on my own process.   
 Brazilian dance-artist Cristian Duarte, in the show Hot 100 - The Hot One Hundred 
Choreographers (2011), follows a different route to that of Anna Deavere Smith’s 
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interviewing. Duarte’s composition is created from re-enacting other artists, aiming to use his 
body as a living archive. His work is a derivation of Peter Davies’s painting The Hot One 
Hundred (1997), in which we see a brightly coloured list that rates visual artists from 1 to 
100. 
 The Hot One Hundred Choreographers is a self-referential show. It aims to show 
Duarte’s artistic route, in which it is possible to witness the artist negotiating with his own 
repertoire and memory (Duarte, 2012). So, Duarte composes a solo in which he fuses his 
personal history with a historical view of dance, mixing his own repertory of movements, 
together with the re-enactment of works from well-known artists which span from Kurt Jooss 
to Lucinda Childs and Gene Kelly.  
 The internet, as Katz (2014) highlights it, was crucial in the creation of the work, 
since Duarte accessed the artists that he dances via Youtube videos.  Thus, Duarte’s strategy 45
encompasses an experience between him and the dances he learns from a computer screen. In 
the solo, although Duarte’s 100 choreographies are interlaced in his body, making only some 
of them recognisable, the dancer seems to follow a clean and precise logic, which adds up to 
the clinical bright white floor that composes the scene. Duarte is not possessed as Smith, but 
executes others in his body by accessing them, like a game, as he describes himself (Duarte, 
2012), in which it is possible to see him oscillating between performing dance history and 
performing the history of his dance.  
 Parallel to Duarte’s approach is the performance art of Marina Abramovic, Seven Easy 
 Duarte’s personal archival project does not end on the stage. An interesting feature of this solo 45
production happens on the internet. One of Duarte’s priorities for forming his hot-100 list of artists 
was the availability to access the choreographers’ works on video via the internet, or other archives. 
Although Duarte had experienced the majority of the works he had chosen live, the videos were an 
important reference for the creation of his final choreography. His concern with online availability 
allowed the creation of a website, which contains the links to all the videos that inspired his work. 
Every time the site http://hot100.cristianduarte.net is reloaded, the buttons that link to each 
choreographer change place, evidencing that there is no fixed point or grade in Duarte’s list. The site 
functions as a pedagogical tool that reveals the archival construction, offering the opportunity to 
extend the interaction between artist and spectator.
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Pieces (2005), in which she re-performs seven acclaimed pieces of performance art tradition 
—one of her own, and other six by other artists—, making her own interpretation while 
respecting the originality of each piece (Abramovic, 2010). Similarly, Duarte states that  
[the Hot 100] is not a representation of choreographic excerpts of other artists, 
it is a crop of tendencies that accompany me. My attempt is to reveal the 
nuances of passing from one reference to another, how the moving body 
negotiates with its own repertoire and memory. It is also an open invitation for 
the audience to accompany me, activating their own collections, knowledge 
and perceptions about dance history in this referencing tribute. I am more 
interested in the gaps and distortions of it, in the impossibilities and 
transformations of this game. 
(Duarte, 2012: 4) 
 Although here Duarte voices his critical stance, his historical referencing strategy is 
the antithesis of the anthropophagic bastard tenet which aims to decentralise, rendering 
everything equally bastardised (Rolnik, 1998a). Anthropophagy is about adulteration and 
irreverence, which aims to invert hierarchical, canonical, and colonial logics. Thus, Duarte’s 
process which works by listing, accessing, and negotiating, aims to preserve performance art 
history via the use of his body as a living archive (Schneider, 2011). However, it exempts the 
questioning on which contexts and histories are being preserved; the 100 works Duarte 
considers as hot, albeit diverse, are mostly renowned creations that belong to the Western 
tradition. Hence, the way he approaches his archival body perpetuates a hegemonic field, 
ignoring the possibility of shedding light into marginal contexts that would not be visible 
otherwise. By the same token, Abramovic’s approach is criticised for being motivated by an 
institutionalisation of performance art, promoting a canonical recognition (Westcott, 2010) 
which converts live art into copyright objects, going against the anti-commodity principle of 
her art (B, 2014). Therefore, parameters of appropriation, such as Duarte’s or Abramovic’s, 
which result in a tangled historical citation do not solve the problem of my appropriation of 
Messias through devouring.  
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 I return to Smith’s griot positioning, where I find ways to take possession of others’ 
stories and bodies as a form of political resistance, in which the soloist as a griot is purveyor 
of change. Therefore, my engagement with Nando Messias needed to consider him politically, 
so my work with him was not about collecting and reproducing him in my body as a tribute, 
but how this process could lead to change. Accordingly, I could not approach him as Duarte’s 
living archiving proposition, but again by engaging with him as a bastardising body, able to 
agitate power structures. In relation to a political view of this study, I seek to produce a solo 
collaborative practice which considered anthropophagy as a de-colonial initiative, not only 
acknowledging the need for change, but also attempting to ‘potentially initiate that process 
precisely through ‘creation’ in the act of performance’ (Messias, 2011: 10). 
 Wagner Schwartz’s controversial solo piece La Bête (2017) was able to accomplish an 
instigation which may lead to change. In the solo, as Schwartz explains, he manipulates a 
plastic replica of a sculpture from the series Bichos (Critters, 1960) by Lygia Clark. A Bicho 
is an object that allows the handling of its different parts through its hinges. In La Bête, the 
audience is invited to do the same with Schwartz’s body, so the audience participates by 
adjusting and moving the naked artist’s limbs. 
 In La Bête, Schwartz captures Clark’s works by becoming and serving himself as a 
Bicho. The participation of the audience happens as they are encouraged to freely touch 
Schwartz’s body. Therefore, instead of devouring others, Schwartz offered himself to be 
devoured. Schwartz’s proposal caused great agitation and, as a result, he became ‘the target of 
an increasingly emboldened network of rightwing and evangelical Christian 
groups’ (Basciano, 2018: 1). Schwartz was called a pedophile and received death threats after 
a video was released of a four-year-old girl, who, accompanied by her mother, touched 
Schwartz’s foot during the performance of La Bête at MAM - São Paulo’s Museum of 
Modern Art. The repercussions of his performance exposed the rising of a censorship project 
!76
in the aggravated political climate in Brazil. Although he felt brutalised, Schwartz believes 
that the most critical answer to the attacks he suffered is the progression of his work (Brum 
and Schwartz, 2018).  
 In this sense, there is a co-relation between the approaches of Nando Messias and 
Wagner Schwartz, since both artists aim to revert processes of violence by critically 
addressing them in their dance works, aiming to promote processes of change. While Messias 
addresses his queerness as a subject to violence in the composition of his Sissy’s series of 
four shows, Schwartz, together with other artists who recently suffered hate attacks in Brazil 
(Elisabete Finger, Maikon K, and Renata Carvalho), explore Leonardo da Vinci’s Mona Lisa 
to ‘reveal how a work of art can be used in different narratives throughout the ages, inciting 
the most diverse reactions, and mirroring the facts and absurdities of our societies’ (Schwartz, 
2019: 5).  
 Researching Schwartz and Messias was useful to me because of their politically 
informed perspectives, which resonates with the anthropophagic resistance approaches 
cultivated during the dictatorship in Brazil, via the counter-culture movements, as well as 
more recent applications produced by Vaz, Vallias, and Mombaça, which I explained in 
chapter 3. I concluded that my appropriation strategy needed to address such parameters, 
approximating my practice to the core of anthropophagy, which is, after all, politically 
infused.  
 Consequently, my body could not perform as a mere catalyst of Messias, generating 
an archival project based on him; instead, I had to incite and implicate change, which is 
embedded in the digestion and transformation that the anthropophagic process implies. 
 In Wagner Ribot Pina Miranda Xavier Le Schwartz Transobjeto (2004 and 2014), 
Schwartz plays with the Tropicalismo, exploring this anthropophagic ‘canonical’ approach by 
making a parody in which he debauches of the image of an exotic Brazil by manipulating 
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fruits, contorting his body, and summoning it all together with Lygia Clark, Hélio Oiticica, 
Caetano Veloso and Carmen Miranda, as the grand mediators of the tropical. Schwartz does 
not reenact these artists’ works, but apprehends them himself, betraying them disdainfully. By 
doing so, he questions anthropophagy itself, deranging any possibility of stabilisation. Thus, 
inspired by this ‘incestuous’ approach, which aims to devour anthropophagy, propagating and 
criticising the perspective from within, I moved into exploring ideas which were closer to 
what Schwartz proposes in Transobjeto. 
 Therefore, the reproduction of Messias’ voice as in Smith’s mirroring strategy, or the 
negotiation of Messias’ dance in my body as in Duarte’s archiving game, were substituted by 
an irreverent approach. Instead of carefully constructed mimesis, mockery; instead of 
reverence, irreverence - key strategies to the anthropophagic way of approaching the other. 
 However, if not reproducing the artist’s voice or making a repertory collection, the 
question of how to approach Messias remained unsolved. La Bête reinforced the political trait 
of anthropophagy, whereas Transobjeto informed me about a way to deal with the artist’s 
material. However, there was a danger of creating a parody by following the irreverence 
route, which was not what I intended, so I still needed to find ways to produce the devouring 
possibility in my body, which would match the anthropophagic operation that I was desiring.  
 Returning to La Bête, in which the appropriation process occurs in the body of the 
performer, as well as through how the audience takes possession of him, I wondered if I could 
place the devouring process after the conception of the solo, when in contact with the public, 
whereby the spectators would then be in charge of the devouring. I considered Trio A, Yvonne 
Rainer’s celebrated work from 1966, as a model of this kind of practice. Like the soloists I am 
approaching here, Rainer’s dance establishes a collaborative practice which expands the idea 
of solo as an expression of a singular individual. According to Schneider, Trio A is ‘one of the 
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most obvious instances of “solo” working against its own singular status’ (2005: 36). As 
Brian-Wilson expresses when sharing her experience of learning Rainer’s solo score,   
  the lesson of Trio A might be not only mastering the sequence of gestures, the  
  rolling on the ground, the scooting back or leaping forward, but one of   
  collective corporeal negotiation that could be extended to think about how, too, 
  we might practice contemporary art history.  
(Bryan-Wilson, 2012: 73) 
 However, the location of the ‘collective negotiation’ which Trio A offers is 
diametrically different when comparing her work to Smith’s. In Rainer, the transmission of 
the choreography has turned the work into a collaborative experience, shared by the many 
dancers and non-dancers engaged in learning it (Dias, 2017). While Smith proposes a process 
of incorporation, therefore appropriation, in order to conceive her work, Rainer engages in the 
collective after the conception, so that the apprentices of her solo will be the ones to embody 
the appropriation of her work. Thus, Smith’s body operates as an axis for the multiple voices 
the actor incorporates, whereas Rainer’s body expands itself in the bodies of the others who 
study the piece. This ulterior appropriation strategy, which is done by transmitting the work, 
has altered Trio A in many forms, including subverting its solo format by being performed in 
groups. In doing so, the solo itself works as a means and an end, to access, and respond, to 
Rainer’s dance.  Inspired by Rainer’s proposition, I decided to make the transmission of the 46
method of the solo-cannibal practice available by composing a workshop proposal from the 
procedures I explored in the studio, aiming to offer an alternative and pragmatic way to 
divulge the study, other than the solo and the thesis writing, as well as a form of expanding 
the relations the practice may establish hereafter (I describe the solo-cannibal practice in 
chapter 7, and offer the workshop proposal in the epilogue of this thesis). 
 Similarly, Deborah Hay promoted her Solo Performance Commissioning Project, aiming to engage 46
community sense, since dancers should engage with their community in order to commission their 
projects. Working from scores rather than choreographed movements like Rainer’s, Hay aimed to 
challenge the performers by offering them movement concepts for which there is not a single solution.
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 However, I was still interested in finding a route to anthropophagy in my body. 
Therefore, it was not a question of inverting copyright market logic by making the work 
transferable, but proposing an alternative mode of self which would allow a metaphorical 
devouring. My proposition is, therefore, akin to Smith’s, since in my anthropophagic practice 
the dance is created from the incarnation of the other in my body. So, much like in Smith’s 
works, the appropriation relationship happens while the work is conceived, at the studio-
based research.  
 Following this, I found my route by challenging my body to keep questing, by 
returning to the studio and dancing. I made an iterative effort to abandon any practice that 
would bear appropriation traits which resulted in mimicking, citing, or parodying Messias, 
and ventured towards procedures related to incarnation, digesting, and transformation. Aware 
that I aimed to employ anthropophagy as a political form of resistance, I let the revolution 
occur first in my dancing body as leader of this experience.  
 Looking at other examples of solo practice provided useful insights that helped me 
monitor my practice, as they revealed contrasting views of collaboration and appropriation 
that helped me to follow my anthropophagic route. Researching the work of Schwartz was 
particularly crucial to me, showing that, in order to find anthropophagy in my body, I could 
incestuously begin with evoking seminal anthropophagite works, which is the strategy I 
ended up adopting. Therefore, I abandoned the interviewing proposal (from Smith) and the 
idea of negotiating Messias in my body (from Duarte).  
 Thus, in exploring anthropophagic works in the light of Schwartz, I delved into the 
painting Abaporu by Tarsila do Amaral and into Lygia Clark’s Baba Antropofágica, both 
disclosing valuable ways which allowed me to create a devouring body. As I explain in the 
next chapter, this experience built up a dancing energy which altered my notion of self, 
making way to the creation of an anthropophagic-body.  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5. Towards the Anthropophagic-body 
In this chapter, I unravel the construction of the anthropophagic-body in my studio practice, 
which followed two complementary routes. The first route was led by the exploration of the 
anthropophagic body of work, particularly the painting Abaporu by Tarsila do Amaral and the 
participatory piece Baba Antropofágica by Lygia Clark. The second route involved the 
exploration of solo artist Nando Messias. The routes developed throughout this study aimed 
to respond to a requirement of the practice: in order to be able to devour the other, 
anthropophagically, I had first to learn how to create an anthropophagic-body for myself. 
Thus, the anthropophagic-body aims to emulate in my dancing body the specific ontology 
which follows the Tupi mode of self, i.e. a self which is open to be contaminated by others. 
Consequently, in order to make my solo practice an anthropophagic one, I had to learn how to 
activate anthropophagy in my body. In practical terms, I investigated in my studio-based 
research how to locate anthropophagy in my dancing body, observing movement patterns that 
gear a specific energetic regime (Gil, 2006) and which had the power to actualise the 
metaphorical devouring of an other in my body.  
In this chapter, I firstly analyse the particular kind of look my body produced from 
working with Abaporu, in relation to its counterpart piece, Auguste Rodin’s sculpture The 
Thinker. Then, I look at the work I did when exploring Baba Antropofágica, showing how the 
use of red threads, an object that was part of my repertory, helped me to construct the 
procedures I employed, by creating links with anthropophagy, and helping me find patterns of 
movement in my own body. Finally, in ‘Anthropophagy with the Whole Body’ I examine how 
my work with Messias transformed my perspective on anthropophagy: a shift from the idea of 
initiating the devouring from the mouth, towards an idea in which cannibalism is performed 
in the whole body (Mombaça, 2016).  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The Abaporu - Seeing Outwards 
As I have discussed before, in my quest for locating anthropophagy in my body, I started 
exploring works devised by artists who had walked this path before me, that is, artists like 
Tarsila do Amaral, Lygia Clark, Hélio Oiticica, and Caetano Veloso, who have drawn from 
strategies and concepts of anthropophagy.  
 Having explored past anthropophagic works as a method for approaching 
anthropophagy as a solo artist, I started my journey by bringing to the studio the actual image 
that served as inspiration for the launching of the anthropophagic movement, the painting 
Abaporu (1928), by Tarsila do Amaral. At first, I tried to replicate the shape of the gigantic 
human figure, exploring a variety of ways to sit like it. Trying to emulate the Abaporu made 
me aware of the analogy Amaral drew between the Abaporu and Rodin’s The Thinker (1903), 
which is expressed by Abaporu’s nudity and position, in which the head rests on top of the 
hand (Aguilar, 2011). I particularly investigated what sets these two works apart, which is 
marked by the way Abaporu is proportioned—the foot is proportionally much bigger than the 
head—contrasting with Rodin’s idealistically constructed sculpture. Amaral’s perspective 
puts a foot in the foreground and diminishes the size of the head. In doing so, the painting 
proposes a hierarchical inversion which subverts a Western tradition where the head (rational) 
is valued over the rest of the body (irrational). According to Aguilar (2011), Abaporu thinks 
not with the head but with the feet. The inversion noted by Aguilar in Abaporu portends an 
audacious reversal which will lead to the thinking-devouring from the anus, and then with the 
whole body that Mombaça (2016) proposes. Lastly, I return to how queer theory as developed 
by Messias (2011, 2016 and 2018) and Mombaça (2015 and 2016) helped to propel this shift. 
For now, I will focus on how, from dancing Abaporu, I found a particular way to use my eyes, 
which I acknowledge pertains to anthropophagy. 
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 After a period of attempting to reproduce Abaporu’s proportion by investigating 
positions with my body, I started looking for alternatives which would promote this idea. 
Hence, I explored the possibility of layering and augmenting my body with prosthesis, in this 
case, a leg made of candle wax, an object originally fabricated as a devout offering to a saint 
in fulfilment of a vow, from the Latin ex voto suscepto.  Thus, by investigating how to 47
enlarge my body to experience being Amaral’s Abaporu I multiplied my limbs. Although I 
felt that the images produced by piling ex votos in my body (I also used an arm, a hand, and a 
feet) were appealing, they were far from answering my questioning of locating 
anthropophagy in my body. In fact, by working with the ex votos, I felt as if corroborating the 
colonial concept of the anthropophagic ritual, since I was reproducing an imaginary of 
carnage and dismemberment, exactly as seen on Theodor de Bry’s engravings (Figure 3). I 
felt as looking at anthropophagy from an outsider’s point of view and not yet implicating my 
body into it, i.e. I was less the cannibal I proposed to incarnate and more like the German 
explorer Hans Staden. 
 Thereupon, I returned to the Abaporu painting, but instead of exploring its shape, I 
went for the main idea that connects Amaral’s figure to Rodin’s sculpture; that is, a head that 
needs the support of a hand to be kept in place. I found that this position in both paintings 
suggests a circularity. However, while in The Thinker the centric point is within the man’s 
own core, with the curvature starting in the upper arm, following the elbow, thigh and ending 
in the hip which meets the lower back, in Abaporu, the curve shows a relation with the 
environment outside of the human figure. Abaporu’s limbs function as a water slide, from 
which a curve is formed, encircling a cactus, a sun, until finally meeting the figure’s head. 
 The anatomical ex voto is an object designed to represent a body part which was affected by a 47
disease. When cured, the devotee offers the ex voto to his/her saint of devotion. An ex voto is, 
therefore, a material evidence display that aims to thank and celebrate before the saints a cured body.
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 I moved into exploring these two types of circularity, which became more consistent 
when I let go of the head, so not using the hand to hold it. By taking away the necessity to 
sustain the head and let go of the shape of the figures itself, I could explore the two types of 
circularity with my whole body. Thus, I investigated movements that suggested a curve in 
which the concentric point was placed in the core of my body (The Thinker), and another in 
which the centre was located outside, about 50cm in front of my belly button (Abaporu). An 
important aspect which resulted from these two ways of exploring the curve was the way my 
eyesight interacted with each curve that I was producing. This reminded me the inside-outside 
awareness of the body which I experienced by dancing Aquele do Reloginho, which requested 
an alertness to what was outside of my body, so that I would be able to perceive the 
surrounding sounds, at the same time that there was a demand to be connected with myself in 
order to produce reactions to such sounds. As I voiced before, Aquele do Reloginho had this 
double effect, of connecting my body to the space, and by going outwards, connecting back to 
me, so by exploring the two kinds of curves I was experimenting a similar event.  
 These experiences allowed me to shift myself from a solo dancer’s relatively common 
move of directing the sight towards her inner self—an attitude that is revealed in 
performances which choreographies explore a specific mode of neutrality in the body, which I 
further explain below.  
 The natural, or neutral, as an innate quality of the body has been critically discussed 
since Marcel Mauss and the techniques of the body (2004), and Judith Butler’s gender 
production of identity (2004), both theories questioning traits considered as typically inborn. 
Corwin claims that what we call neutral in performing arts is ‘a body that does not give any 
clue of the inner life of the person […] and does not imply a point of view’ (Corwin, 2012: 
38). However, the way an artist represents neutrality is as culturally dependent as other modes 
of body habits like eating and drinking. Therefore, the dancer’s neutral stance is also 
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performative in the sense that it is culturally and socially constructed, thus, albeit playing 
being neutral, a dancer informs about herself, including and foremost her artistic trend. As 
Ladrón de Guevara points out, ‘[t]he training body of the performer is always unnatural, a 
constructed entity that responds to specific stylistic and aesthetic criteria’ (2011: 30).  
 Thus, when I trace the relationship between directing the sight towards the inside of 
oneself with the neutral performance, I am addressing a specific ideal of neutrality which has 
been elaborated most notably by Jérôme Bel and Xavier Le Roy, and which is marked by the 
way the eyes perform in the way that they see; rather, how they do not see, since they 
generally fashion an ‘I am not here’ attitude, resulting in eyes that seem not to see. I describe 
this form of seeing as eyes that hover in the centre of the head, placing the focus of sight 
inside the corneas. This produces a state that represents a body that is vacant, i.e., a body that 
performs indifference and absence. Such sense is well defined as blasé in French language, an 
isolation and self-containment which Lepecki considers a common trait of what is considered 
dance today, particularly regarding the presence of the solitary figure of the male dancer 
(Lepecki, 2004). It is not a coincidence, therefore, that such an approach to the body has been 
serving well works created by solo male French choreographers, which in turn have 
influenced a generation of artists, including overseas, like Brazilians Cristian Duarte and 
Gustavo Ciríaco.  
 Corroborating the location of this form of neutrality in the male figure, Evans points 
out that ‘[s]ocial and cultural paradigms have influenced the development of the ‘natural’ 
body [which] in turn influenced the development of what is known as ‘neutral’ body training. 
The dominant paradigms continue to have a strong association with white, male/heterosexual, 
able-bodied culture’ (Evans, 2009: 117). 
!85
 Thus, what Lepecki (2006) describes as idiotic subjectivity, which is characterised by 
a melancholic solipsist energy, can be associated with the stylistic neutral poise of the 
masculine dancer which is often marked by a sight that looks into oneself.  
 The anthropophagic attitude is the opposite of a vacant, isolated, private body. In the 
Tupi ontological formulation, devouring implies an inhabitance of the other within oneself, so 
that the other constructs the self. Therefore, the dancer’s anthropophagic-body leaves no place 
for indifference, since the neutrality as a state of absence and self-containment is not 
operative in a body that proposes to be constantly affected. To be affected, one has to inhabit. 
 Thus, I realised that in my ‘curve dance’, produced by dancing the Abaporu in relation 
to The Thinker and vice-versa, I explored this anthropophagic sense of presence which calls 
for a dislocation of the sight from the inside to the outside, which is closer to the vigour of the 
Māori’s Haka dance, than Jérôme Bel’s apathy in Shirtology. 
 Henceforth, I establish this mark in my practice, which is vital to the anthropophagic-
body concept’s fabrication, that is, the dancer’s anthropophagic-body follows a relation with 
the sight which places it outside the body, avoiding a so-called neutral performance by 
engaging an eye that sees outwards. This provokes an outward look which is active, present, 
and intrusive, activating propositions such as goggling and staring, which results in a body 
hungry for connecting with the space or something other than oneself, a bodily attitude which 
initiates by the way I performed the idea of ‘seeing outwards’. 
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Baba Antropofágica - From the Neck to the Mouth 
Baba Antropofágica is a proposition created by Lygia Clark in 1973. After a period of work in 
which she developed her famous series of Bichos (Critters), Clark starts a new moment that 
begins with Caminhando (Walking) and will end with Objetos Relacionais (Relational 
Objects), a period which lasts 24 years. Baba Antropofágica sits in the middle of this new 
moment in which Clark approximates art to therapy, by developing works which ‘hoped to 
dust off the position of the spectator, to de-reify it radically’ (Rolnik, 1996: 4).  
 Clark’s works are based on an experience in which the participant attains ‘the singular 
state of art without art’ as she describes it (cited in Rolnik, 1996: 12). In fact, the art object in 
Clark’s trajectory became less and less important in the last moment of her work, where she 
focuses instead on the lived experience. Clark suggests that the idea of participation should 
not be illustrative, aiming to produce participation solely for participation’s sake. As Rolnik 
(1996) describes, Clark’s participatory works focus on experience, and cannot be reduced to a 
politically correct idea of participation as democratism. Thus, for Clark, a participatory 
proposition needs to generate a relation in itself, in which the participant becomes the object 
of herself (Bishop, 2006).   
 Baba Antropofágica follows this idea in which the object is minimised and cannot be 
divorced from the experience. However, as I later confirmed in my practice, the object has the 
power to conduct such relational venture proposed by Clark. Although the reels of thread 
used in Baba Antropofágica only make sense when performed by the participants, they are 
central to the proposition, since they operate as a vehicle responsible for transmitting the 
group’s drool through the space until it reaches the other participant’s body. Therefore, the 
relationship proposed by the work is formed by two instances which are linked by the thread: 
first, the group of mouths, since the reel is positioned inside the mouth of each participant; 
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and second, the singular body, which is the participant lying down who receives the drooled 
thread. The final image of the tangled threads displayed on the lying participant’s body 
suggests the anatomy of the circulatory system, and although powerful, seems collateral in 
the face of the experience in itself. 
 I incorporated the use of the threads in my practice, and its use, as happens in Baba 
Antropofágica, acted as a means of creating a connection. I understand my use of the thread 
as an ‘operational concept’ which visual arts scholar Jean Lancri (2002) explains as a concept 
which is guided by the practice, becoming operational when the practice unfolds the concept 
which it works with, while producing a theory capable of taking charge of it. Accordingly, the 
thread mediated the finding of an anthropophagic route in my body, creating links between 
my practice and anthropophagy, and therefore cobbling together what I have called 
anthropophagic-body. As I explain in the following, the use of the thread inhabited this 
research throughout, generating movement patterns which become essential to the design of 
the anthropophagic-body.  
 The first work in which I made explorations with the thread was Instruções para Abrir 
o Corpo em Caso de Emergência (Instructions to Open the Body in Case of Emergency), a 
full-length performance devised in 2007-2008. The show was created and danced by me, 
together with Michel Capeletti, and was directed by Tatiana da Rosa. In Instruções, we 
researched the proposition of opening the body, from exploring ways of being connected, so 
we delved into questions of duplicity, coexistence, amalgamation, and inspection of each 
other’s bodies. Thus, Capeletti and I blurred our personas together, by creating dances that 
delved into scores such as: pushing and pressing ourselves into one another; fitting into each 
other; and mirroring each other. In exploring these, we investigated a sense of emergency in 
our moving, which gave us a savage relationship in which our bodies had few boundaries 
between them. The show’s closing scene aimed to oppose the violence and gravity to which 
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we treated the rest of the work, so we explored dancing in subtle ways, touching or inciting 
one another, accessing ideas like ‘whispering moves to each other’. The work’s conception 
was not to offer actual instructions to our bodies, but make visible the task of trying to find 
ways of opening it urgently. Hence, in Instruções, the breach which made way for a possible 
open body rested in the space in-between the two bodies, a space which sometimes could 
disappear due to the dissolving of our two personas in one.  
 The recurring image we fabricated to mould the in-between connection was a red line 
which connected both our bodies (Capeletti’s and mine) by the neck (Figure 11). The very 
first scene of the show displayed us linked together by a thin, transparent tube inside which 
there was a red liquid flowing from one extreme to the other continuously. Later in the 
performance, the red line would take the forms of a laser light, a red thread, and metal bars.  
 Katarina Peixoto (2007), in a review of the show, wrote that the image of the red line 
connecting the duo of dancers helped to establish three reminders without which the body 
cannot be opened: the blood circulating in us; the other that moves us and moves in us; the 
courage. As Peixoto later explains, the first two reminders are in fact one that she split into 
two, in order to give emphasis to the ‘dizzying plasticity’ of the image we offered of the blood 
circulating between the two beings.  
 The image of being connected by the neck continued to be explored by us even after 
this show ended. Thus, in the project Instrucões]Desdobramentos (Instructions]Unfoldings) 
from 2008, we challenged ourselves to keep on delving into the power of this image, 
developing a performance in which we used the red threads to individually attach ourselves, 
again from the neck, to the city’s ordinary objects (a bench, a pole, a tree). Our proposition 
was to unfold and expand the connection we had found for ourselves as a duo, aiming to 
make it more visible and thenceforth amplifying it. 
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 In Quarto Escuro (Dark Room), a devised work created in 2009 by a group of nine 
artists, we further broadened the idea of the red line, which in this show became a red wall, 
made with a laser levelling tool, generating the different spaces which the artists would 
transpose throughout the performance. Whereas in Instruções para Abrir o Corpo em Caso de 
Emergência, and in Instruções]Desdobramentos, we proposed the red line as a vehicle for 
connection; in Quarto Escuro, the red wall produced and delimited a space for the group of 
people, tying them together and offering a borderland which constructed the dark room itself. 
 As a result of these explorations, the red thread became part of my repertory, 
becoming a material I always have available in my studio-based researches. The red threads 
became a generative image, able to provoke memories and desires (Margolin, 1997); 
moreover, they were an essential tool through which I am able to engender connections. 
Thereby, it made sense to use this material again in this anthropophagic-toned practice, 
although I was not aware of the significance of this ingredient as a means of producing 
anthropophagic links before actually experimenting with it, which attests the value of the 
practice-based approach which shapes this research proposition.  
 Thus, the exploration of the red thread happened concomitantly with the dancing that 
the image of the Abaporu offered me, that is, the eccentric curve which made me look outside 
of myself, engaging in an intense outward look which is ferociously present. As I had reels of 
red thread available, I danced the curve firstly holding the yarns without proposing any 
precise location, perceiving that I was giving them a circular motion which accompanied my 
movements. I then placed them closer to my neck, where they use to be attached when I 
performed Instruções and Instruções]Desdobramentos. However, this time I changed this 
usual placement by shoving the threads inside my mouth. This move, which produced the 
migration of the thread from the neck and placed it inside the mouth, was revolutionary to my 
practice since it produced the first actualisation of anthropophagy coming in to my body. 
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Consequently, by manipulating the thread in my mouth and slowly taking it out, I understood 
that I was resuming Clark’s Baba Antropofágica, and with that I came to the conclusion that 
an anthropophagic route was being built for me, in my dancer’s body. I carried out this 
proposition at the studio repeatedly, creating a deviant solo version of the notorious 
participatory oeuvre.  
 Rolnik describes her experience with Baba Antropofágica as a dissolution of the body, 
which gives place to a new self: 
   I am lying on the ground, blindfolded; a commotion of anonymous bodies  
  moving around me. I don’t know what will happen. A complete loss of   
  reference points: apprehension, disquiet. I surrender. Pieces of bodies without  
  image, gain autonomy and begin to act on me: anonymous mouths shelter   
  bobbins for sewing machines, the threads coated with saliva are noisily   
  unwound by equally anonymous hands, to then be placed on my body.   
  Covered, little by little, from my feet up to my hands by an entanglement of  
  threads, a composition improvised by the mouths and hands that surround me.  
  I slowly lose my fear of seeing the image of my body dissolve - my face, my  
  form, myself: I begin to be this entangled-drool. The sound of bobbins turning  
  in mouths has stopped. Hands now become entangled in the damp, hot mold  
  that enwraps me in order to extricate me from it; some more nervous, tear off  
  tufts, others lift threads with the tip of the fingers as if they were intent on   
  fraying and so it continues until nothing is left. The blindfold is taken off.   
  Return to the visible world. In the flux of entangled-drool a new body, a new  
  face, a new self was molded. 
(Rolnik, 1996: 1) 
 I share with Rolnik the feeling of moulding of a new self via the entangled-drool; 
however, in adapting Baba Antropofágica for the solo dance practice, I perceived that, rather 
than the dissolution which the author describes, my body found instead a very specific route 
which initiated in my mouth (Figure 14). By following this route, I developed scores which 
inform the anthropophagic-body, and, although the mouth guidance will give place to a later 
inversion (from the anus to the mouth), which I will detail when explaining the work with 
Nando Messias, it configured the way through which anthropophagy inhabited my solo dance 
body.  
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 My experience is particularly distant from Rolnik’s because what I performed was a 
solo dancer’s proposition for Baba Antropofágica. Accordingly, since I did not have the group 
of people gathering around me, I performed with my own drool, which was being poured on 
my own body or throughout the space, creating an outside new and elongated end for my 
digestive track. By holding the thread and generating a variety of shapes, I conducted my 
drool through the space forming a figure of a long tongue which licked the space. As a result, 
it was clear that I was producing movements which connected mouth with hands. I invested 
in this link, enlarging and diminishing it in the space, bringing it close and far away from my 
body, and working with, and without, the thread. Furthermore, from the movement of sucking 
and pushing the thread out of my mouth, I noticed a rocking motion of the head, back and 
forward. I explored this in space, exaggerating the rocking of the head, keeping an overly 
open mouth, which made me perceive the curve of the palate is equivalent to the one of the 
cranium. Both experiences, the rocking of the head and the mouth-hands link, stimulate 
vocalisations which I explored by elongating vowels and by producing guttering sounds. The 
two oral patterns I explored, which create links between hands and mouth, and head and 
mouth, produce a sensuous moving which brings forward sensations related to taste, engaging 
the enteric system in a shared intimacy which exposes and interchanges the inside and 
outside. Henceforth, the whole development of what forms the anthropophagic-body will be 
led by it. 
 Very similarly, these gut feelings have been described by Richard Schechner, when 
locating theatrically in Eastern theatre forms in the snout-to-belly-to-bowel route, what he 
defines as Rasaesthetics; that is, ‘not something that happens in front of the spectator, a vision 
for the eyes, but “in the gut,”’ (Schechner, 2001: 35). Additionally,  
  [r]asa also means “juice,” the stuff that conveys the flavor, the medium of   
  tasting. The juices of eating originate both in the food and from the body.   
  Saliva not only moistens food, it distributes flavors. Rasa is sensuous,   
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  proximate, experiential. Rasa is aromatic. Rasa fills space, joining the outside  
  to the inside. Food is actively taken into the body, becomes part of the body,  
  works from the inside. What was outside is transformed into what is inside. An 
  aesthetic founded on rasa is fundamentally different than one founded on the  
  “theatron,” the rationally ordered, analytically distanced panoptic. 
(Schechner, 2001: 29) 
 Thus, from exploring the mouth as the way to access the body, which engaged the 
digestive tract, a so-called second brain as it has its own nervous system, the anthropophagic-
body finds relation to the oral-visceral Rasic performance.    
 Furthermore, the exploration of the two relationships (hands and mouth, and head and 
mouth) initiated by the mouth I developed in my practice, also connected me with the Body-
Mind Centering approach, developed by Bonnie Bainbridge Cohen. Defined as Mouthing 
Pattern, for the somatic approach, the movement that initiates from the mouth is considered 
fundamental for the movement development of the other extremities (hands, feet, and tail), 
since it is from the extremity of the mouth that our bodies first experience grasping, releasing, 
measuring, reaching, and withdrawing (Bainbridge Cohen, 2017: 7). The ‘ongoing, 
experiential journey into the alive and changing territory of the body’ (Bainbridge Cohen, 
2017: 1), which defines the Body-Mind Centering method of investigation, offers practical 
exercises aiming to bring a conscious awareness to the Mouthing Pattern.  
 The exercises proposed by Body-Mind Centering involve the freeing of the 
temporomandibular joint, which can release energy held in the spine (Hartley, 1995). One of 
the exercises I practiced was placing the thumb in the mouth (replacing the thread I explored 
before), stimulating the sucking reflex, which generates an impulse which travels down along 
the spine, engaging abdomen and pelvis. This helped to clearly identify the connection 
between hands and mouth, which supported the establishment of this link as a crucial dance 
score, from which I constructed the choreographies that open Act I of the solo BITCH. 
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 I also experienced the exercise which is characterised as Spinal Push, in which the 
person facing down the floor supported by forearm and forelegs, rolls the spine back and 
forward in a push that starts from the tail and another that starts from the head. The Body-
Mind Centering exercise specifies that the mouth should be slightly open, before executing 
the push that initiates in the head. Since I had experienced the curve that my palate produces 
which engages the whole body, I moved into exploring the exercise by initiating the push 
from my mouth instead of from my head.  
 Thus, when repeating the roll of the spine engaging my mouth instead of my head, I 
noticed that I also had changed the placement of the second push of the movement. Thus, 
instead of initiating the roll from the tail, as the exercise originally predicates, I noticed a 
subtle but clear alteration that changed the initiation of movement to my anus. Therefore, as a 
result of researching the Body-Mind Centering approach in relation to my anthropophagic 
practice, I traced a relationship between anus and mouth, pointing out to an alternative route I 
was not envisioning before in my work (Figure 16).    
 Henceforth, I extensively explored in my practice the movement connection between 
mouth and anus. This movement pattern that alternates between mouth and anus generated 
movements that went through the gut. Thus, differently from what I was experiencing so far 
when exploring hands-mouth, and head-mouth, my movement did not stop in the abdominal 
region, but engaged my body as a whole. 
 As pathologist Michael Gershon (1999) explains, the linkage between mouth and anus 
is the basis of the body ‘organogenesis’, since the first holes that are formed in the embryo 
are the ones that will become mouth and anus. Gershon adds that, although the complexity of 
the gastrointestinal tract starts with a simple tube that connects our mouth and anus, the 
Enteric Nervous System (ENS) is a brain in itself. That is,  
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  [w]ithin those yards of tubing lies a complex web of microcircuitry driven by  
  more neurotransmitters and neuromodulators than can be found anywhere else  
  in the peripheral nervous system. These allow the ENS to perform many of its  
  tasks in the absence of central nervous system (CNS) control.  
(Gershon, 1999b: 3) 
 Drawing from this, I explored this biological view of the guts. Firstly, I focused on 
performing an embryonic tract, making this simple trace that connects mouth and anus 
visible. Secondly, I let the idea of ‘brain guts’ take control of my dancing. Both researches 
reinforced the engagement of my whole body. Hence, my dancing started to become closer to 
what Mombaça (2016) suggests when calling for an anthropophagy with the whole body, 
which I find crucial to the development of what forms the anthropophagic-body as I define it. 
 I continue to explain below this way of approaching anthropophagy in relation to my 
practice when I describe my work with Nando Messias. The finding of a ‘devouring with the 
whole body’ (Mombaça, 2016) started with the appropriation of the Spinal Push exercise 
from the Body-Mind Centering approach. However, I could only achieve this possibility in 
my body after I entered the realm of Nando Messias. 
 My movement research commenced by exploring the red thread, a material which 
inhabits my repertory, which by making a migration from being attached to my neck to be 
placed inside the mouth, connected me with an anthropophagic perspective crafted by Lygia 
Clark. From adapting Baba Antropofágica to the solo dancer’s practice, I found movement 
patterns which linked mouth-hands and mouth-head, generating a sensuous moving 
comparable with the one of the Rasaesthetics. The Body-Mind Centering approach supported 
this dance by offering exercises which promoted an awareness of these links. By activating 
the anus, I altered the Body-Mind Centering Spinal Push, establishing the basis of a new 
route in my body, which in turn initiated another journey, complemented by my work with 
Nando Messias. My body experienced a queer turnaround, which I discuss below. 
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Anthropophagy with the Whole Body 
My work with Messias, associated with Mombaça’s queer approach to anthropophagy, 
proposed in the article Para Dar Corpo a um Cu Canibal (2016), promoted a significant turn 
in the construction of my anthropophagic-body. From a vision of anthropophagy which 
considered the body as a whole and does not establish the mouth as a privileged place of 
devouring, I reconfigured my practice, proposing a new set of movement explorations, which 
composed the anthropophagic-body approach.  
 My anthropophagic study made me aware of my body in relation to its holes as sites 
of entrance and exit, I particularly engaged my eyes when exploring Abaporu, and my mouth 
when exploring Baba Antropofágica. Additionally, I activated my anus by suggesting an 
adjustment to the Body-Mind Centering’s Spinal Push exercise. Following this route, which 
started to bring awareness to my digestive tract as a whole, I found in Mombaça’s article 
(2016) an approach to anthropophagy which triggered and intensified the connections I was 
experiencing in my body. 
 As I introduced in chapter 3, Mombaça offers a queer de-colonial angle to 
anthropophagy, looking at it as a powerful strategy of re-mapping the banned holes of the 
body. In particular, he focuses on the mouth and the anus, which was the connection I was 
exploring in my practice from performing my adjusted Spinal Roll. In another essay, Pode um 
Cu Mestiço Falar? (Can a Mestizo Ass Talk?), from 2015, Mombaça explains that the norm 
of compulsory heterosexuality produced the anus as a place of excretion rather than pleasure. 
Drawing from Portuguese artist and theorist Grada Kilomba (2010), Mombaça proposes a 
link between mouth and anus, acknowledging both holes as regulatory sites of the body. 
Mombaça refers particularly to the Plantation Memories - Episodes of Everyday Racism 
(Kilomba, 2010) chapter ‘The Mask’. In this text, Kilomba talks about the ‘mask of 
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speechlessness’, the face mask used to prevent speech, an instrument of torture like the one 
Escrava Anastácia (Slave Anastácia) was forced to wear. According to Kilomba, this mask 
was an instrument used  
  to implement a sense of speechlessness and fear, inasmuch as the mouth was  
  at the same time a place of muteness and a place of torture. […] The mask  
  represents, in this sense, colonialism as a whole. It symbolizes the white   
  sadistic politics of conquest and domination, and its brutal regimes of silencing 
  the so called ‘Other’.  
(Kilomba, 2010: 16). 
 In the light of this, Mombaça draws a parallel between colonial and heterosexist 
norms, so, in the same way that the ‘mask of speechlessness’ was violently used to silence the 
Black mouths to maintain colonial power, the interdiction of the anus ‘makes it possible to 
maintain  gender  as  a  regulatory  ideal  linked  to  heterosexuality  as  a  political 
regime’ (Mombaça, 2015: 44). This operation of interdiction, as Mombaça describes, is ‘an 
arbitrary territorialisation of the body, which seeks to drastically reduce the possibilities of 
experimentation with these organs [sic]’ (Mombaça, 2015: 43).
In acknowledging the use of mouth and anus as silenced sites of the body, it became 
important to me to experience the anthropophagic inversion Mombaça articulates, creating a 
body  which  engaged  with  the  anus  as  well  as  with  the  mouth.  This  queer  approach  to 
anthropophagy  which  aims  to  question  and  resist  the  regulatory  ideal  that  Mombaça 
discusses,  can  be  read  as   a  parallel  to  what  Messias  proposes  in  his  Sissy’s  series,  by 
enlarging and celebrating his effeminate male body, so it became relevant to experience that 
in my practice.  Therefore,  in dancing from Mombaça’s proposal  of  a  devouring with the 
whole body, I researched ways of performing a de-hierarchization of my body. Hence, in my 
dancing practice, I consciously avoided promoting the mouth as privileged space, aiming to 
generate a re-territorialisation of my body from experimenting with all the holes in my body, 
and my body devouring as a whole.
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Thus,  by  investigating  a  re-mapping  of  my  devouring  body,  I  moved  from  the 
exploration  of  the  mouth  to  a  practice  which  considered  the  body  in  its  full-of-holes 
condition. In doing so, I perceived that the work I was doing, by placing the threads in my 
mouth, expanded in many directions, gaining new forms inasmuch I imagined threads coming 
out  of  other  holes  in  my  body.  Once  again,  as  happened  when  working  from  Baba 
Antropofágica, the threads functioned as ways to mediate the finding of an alternative route 
towards an anthropophagic-body. Thus, when engaged with the idea of devouring with my 
whole body, I placed the threads in my pubis by tying it to my underwear, which made me 
aware of  the relation between my mouth and anus,  and as  well  as  my vagina and anus. 
Moreover,  from engaging the  idea  of  threads  coming out  of  all  the  holes  in  my body,  I 
experienced what I call an umbilicus dance, and two sequences of movement exploration: ‘all 
the holes-the whole body’ and ‘the whole body projected outwards’.  
In  particular,  by  placing  a  line  of  thread  in  my  pubis,  I  noticed  that  my  pelvis 
intensified  a  mobility  which  I  was  developing  from  the  mouth-anus  connection. 
Consequently,  I  developed  dances  which  intensified  the  movement  exploration  from  the 
pattern,  discovering  additional  movements  (side  to  side,  and  spiralling)  which  I  did  not 
experience while working from my adjustment to the Spinal Push. Furthermore, by increasing 
the number of threads I tied to my underwear, I experienced a new weight which provoked a 
subtle balance alteration in my body, raising my awareness in relation to my vaginal opening 
and my anus. From exploring a relation between vagina and anus in my practice, I noticed 
that pubis and ischium produced a swaying movement. I kept exploring this pattern produced 
by vagina and anus by varying this  vacillation,  so  sometimes the vagina would lead the 
movement  and  sometimes  the  anus  did,  which  I  performed by  executing  a  pressing  and 
pushing of these openings. I noticed that by amplifying the vagina-anus pattern, making it 
reverberate through my whole body, and engaging my stomach as well as my mouth, evolved 
into  a  dance  of  oppositions  in  the  body.  The opposition  occurred  when the  head moved 
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backwards and sternum bone forward, also when I pressed my stomach down, and upper jaw 
rises up, by pushing up the palate. 
By  continuing  to  explore  these  oppositions,  I  also  experienced  the  production  of 
guttural sounds. I kept developing this, perceiving that the low sounds I was creating were a 
result from a relation between my stomach and the back of my oral cavity, so, as I pressed my 
stomach down and let air come out of my mouth, engaging the back of my throat, I allowed 
guttural sounds to come out of me. By altering the amount of air that I let out of my body, I 
started  to  produce  a  rapid  and  short  kind  of  breathing  which  dislocated  the  top  of  my 
stomach, and engaged my whole body, but especially my tongue and eyes seemed to respond 
by becoming more open and salient than usual. This breathing movement, together with the 
guttural sounds, led me to investigate further the animal imagery I was generating with my 
dancing, and which I associated with the figure of the bitch. Thus, the animalistic movements 
produced by the exploration of anthropophagy in my body, led me to develop a being which 
forms the woman-animal persona that I developed in the solo BITCH. The guttural sounds 
and the rapid breathing I was investigating made me more aware of the bitch as the animal I 
was fabricating in me, while dancing from anthropophagy. As I explain later in ‘Forming my 
Bitch’ (chapter 6), the exploration of my Bitch connects me with an Indigenous shamanic 
perspective  which  calls  for  a  somatic  transformation,  and  additionally  functions  as  a 
counterpart to Nando Messias’ persona of the Sissy. 
I further explored the idea of threads coming out of my umbilicus, which developed 
into a series of links that connected umbilicus to anus, mouth, and vagina. The movement 
patterns produced by these connections crafted an enteric dance which made my body create 
arches. These arches, produced by the linking the umbilicus with three other holes in my 
body, were much smaller in size than the curves I experienced when dancing the opposition 
generated by the vagina-anus connection, and more concentrated at the centre of my body, 
which was different from the curves I developed when dancing from Abaporu  and which 
!99
ended up promoting my eyes  to  function as  holes.  I  considered the  arching and curving 
fabricated by my umbilicus dance as embryonic, since they engaged me into forming a series 
of visceral movements that engaged the core of my body (Figure 15). 
From exploring this re-mapping of anthropophagy in my body, I developed a dance 
which aimed to engage the whole body by animating all its holes. The dance I call 'all the 
holes-the whole body’ involved a sequence of movement exploration, which went through 
patterns I observed when fashioning the anthropophagic-body. Thus, I started by exploring 
the  hands-mouth  connection  I  had  developed  from  investigating  Lygia  Clark’s  Baba 
Antropofágica. Next, I moved on to engaging my anus, proposing to experience the inversion 
I  had  gained  from  drawing  from  Messias  and  Mombaça.  The  sequence  of  movement 
exploration continued by investigating the connection between anus-mouth, anus-vagina, and 
anus-umbilicus, generating a variety of alternations between them. I progressed by exploring 
the umbilicus dance, and, finally, I moved on to exploring a movement that is led by the 
vagina, making evolutions in space. This exploration from the vagina incited the composition 
of the performance Red Thread which I created with Messias, and which I describe in more 
detail in chapter 6.
Additionally,  I  developed  a  second  dance  which  brings  together  another  set  of 
movement exploration I call ‘the whole body projected outwards’. This exploration started by 
inviting my body to be all open, and, in doing so, I allow my body to produce a loud laughter 
that takes over the whole body. The laughter evolves into a sequence of guttural sounds and 
respiration which might be associated with screams, barks and grunts. I keep working with 
the idea of ‘seeing outwards’, proposing to use the eyes as holes of entrance and exit of the 
body. I observed that this movement generates a curve that goes from the top of the head to 
the tip of the toe, projecting my whole body outwards. I felt that my core expanded forward, 
and my head went backwards, while my chest went up. Conversely, when the mandibular 
went down, I perceived that the whole body formed an inward curve, so, when combining the 
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two movements, I produced a wavy movement, activating a vertical relation between mouth 
and guts, which the limbs would respond. 
These two sequences of movement exploration helped me to observe the paths that 
anthropophagy installed in my body, combining the many experiences I proposed and helping 
me to design what I call the anthropophagic-body.
A central goal of this project was to make the anthropophagy imagery operative in my 
body, so its  tracing was fundamental to this research, since I  consider the fabrication the 
anthropophagic-body, as an incorporation device for the solo dancer, the finding and the basis 
of  my  proposition.  Anthropophagy  becomes  operative  in  my  body  when  I  perform  an 
animation of my whole body, which happens when I particularly engage eyes, mouth, anus, 
umbilicus, vagina as sites as entrance and exit from which the other can enter. Therefore, 
from opening my body as a  whole,  from all  its  holes,  I  fabricated a porous body which 
enables the penetration of the other and approximates my dancing practice to the Tupi mode 
of self. By exploring this penetrable body, I fabricated a specific energy in my body which 
makes  possible  to  incorporate,  or  metaphorically  devour,  the  other.  I  composed  the  solo 
BITCH from exploring this energy of the anthropophagic-body which led me, together with 
the devouring of artist Nando Messias, as I explain in the next chapter, to a solo practice 
which is devised from the process of incorporating the other into oneself,  that is,  a solo-
cannibal practice. 
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6. Devouring Nando Messias 
Working with Nando Messias was a central feature of this project, since from the relationship 
we established together, I could experience anthropophagy in action in my body first-hand, 
analysing its potentials. From questioning how to approach Messias anthropophagically, an 
alternative to solo practice was designed, additionally expanding on the concept of 
anthropophagy. Composing a dance in which I, as an imaginary cannibal, underwent a 
process of appropriation of Messias, was a life altering experience for me because: a) it 
generated a new way to approach my dancing body and my solo dance, which I have been 
defining as the anthropophagic-body and the solo-cannibal practice, respectively; b) it evoked 
specific personal memories and innovative ways of approaching my own repertory and 
materials; and c) it elicited the devising of the Bitch as a woman-animal persona, producing a 
connection between the anthropophagic perspective (via Amerindian shamanism) and a vision 
of femininity which aims to challenge hegemonic norms. I divided this text which encircles 
my process of devouring Messias into three sections: Composing from Nando Messias; 
Forming my Bitch; and Red Thread. In the first one, I describe the material I collected from 
Messias as a form of patuá, which aimed to evoke his presence at my solo studio-based 
research, looking at how I articulated his material in my solo practice. In the second section, I 
discuss how I made an appropriation of Messias’ strategy of re-signifying a derogatory term 
as a mode of resistance to power. Essentially, I look at my reuse of this strategy, drawing from 
the anthropophagic literature, particularly reflecting on Amerindian shamanism as described 
by Viveiros de Castro (2004 and 2014). Additionally, I weave a relation between my Bitch 
and the character Joana from Near to the Wild Heart by Clarice Lispector (1990). I finalise 
this chapter by offering a reflection on the performance Red Thread, which concluded the 
process Messias and I underwent together in this research project.  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Composing from Nando Messias 
A patuá is the name given to a sacred object that evokes the axé, the magical power of an 
orixá, which is an African deity. A patuá, therefore, can be considered as what visual arts 
scholar Christopher Braddock defines as a contagious animism, that is, a strategy which 
‘transforms objects such that they produce the person; that is they become contaminated to 
the point that they become subjects as ‘traces’ of performance’ (Braddock, 2013: 16). Thus, I 
used the term patuá to describe the collection of materials I gathered from working with 
Nando Messias, because I needed it to produce him, functioning in the same way as the 
Candomblé religion talisman. Hence, the material I collected from Messias, as a patuá, had 
the function to evoke him—bringing him into presence—in my solo studio-based practice. 
 As explained in chapter 2, I called my investigation of Messias ‘fieldwork research’. 
In the following text, I look at this process, explaining what I gathered from fieldwork and 
what elements ended up composing Messias’ patuá. Additionally, I explain what I have 
developed from Messias’ patuá when composing my solo show BITCH. 
 The fieldwork research started on 30th of September 2015 and happened until 17th of 
July 2018. The first fieldwork day was a meeting in which I talked with Messias about my 
project, explaining my aims and conceptual framework, so I made him aware of my 
anthropophagic proposal to solo practice, clarifying that my intention was to create a solo 
which would be devised from the idea of metaphorically devouring him. Messias was willing 
to work with me which facilitated the process overall. Consequently, I had an adequate time 
to cultivate a relationship with him, which offered me the necessary proximity to experience 
Messias and his practice.  
 My aim was, mainly, to develop ways in which to penetrate the artist and his practice, 
which in this project resulted in creating ways of being together. In chapter 4, I explained that 
!103
my first impulse when working with Messias was to conduct interviews with him, 
reproducing Anna Deavere Smith’s method. My goal with the interviews was to produce in 
my body a state of energy similar to Smith’s, which Schechner (2002) has defined as a form 
of incorporation of the other. I decided to move away from emulating Smith’s method 
because what I produced from interviewing Messias did not reveal itself as an anthropophagic 
study, so I understood I needed to find an alternative path to access Messias and his material. 
This path was the exploration of the anthropophagic works in my solo studio-based research, 
which ended up engendering the animation of an anthropophagic-body in myself. 
 However, while the anthropophagic-body was still being fabricated in my body, I kept 
on working with Messias. My work with him occurred from the idea of spending time 
together in different ways, which included proposing meetings with Messias, and 
experiencing Messias’ performances live. Consequently, Messias and I developed a 
relationship of intimacy that I considered anthropophagic since my way of approaching him 
is parallel to the relationship of the Indigenous cannibals cultivated with their enemies. In the 
anthropophagic ritual, as accounted by Staden (1930), the captured enemies lived together 
with their captors, sharing their people’s habits. This form of intimacy with the enemy, 
according to Viveiros de Castro, follows an Amerindian cosmo praxis in which ‘intimacy is 
not the simple privative complement of friendship’ (Viveiros de Castro: 2009, 193). Thus, 
from an Amerindian perspective, my kinship with Messias can be considered as a form of 
‘enemyism’ (Viveiros de Castro, 2009: 194), acknowledging that my relationship with him 
was deliberately established by me for the purpose of devouring him. Therefore, following 
this anthropophagite view, I look at Messias as my enemy, since I observed and captured him, 
to hence devour him. This anthropophagic relationship aimed to provoke an invasion of him 
in me, troubling any notion of self-integrity in myself, and thereby, transforming me—a 
process defined by Viveiros de Castro (2009) as immanence of the enemy. 
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 The meetings between Messias and I occurred regularly. At least once a month, we got 
together. In our second meeting, I conducted the interview with Messias, and from our third 
meeting onwards this approach was substituted by a process of walking and talking, proposed 
by Messias. In doing so, I discovered how walking plays an important role in Messias’ 
artistry. By walking together with him in the streets of East London, I could experience 
vicariously how his way of walking, which he identifies as a primary marker of ‘sissiness’ in 
his body, draws the attention of passersby. 
 For Messias (2011) his body is a target of violence because it exists outside normative 
rules of gender, and these rules are evidently challenged by the way he walks. Acknowledging 
this, Messias explored alternative ways of walking in his studio practice, as he explains: 
  After the event [the suffered violent assault] I tried to analyse why I had been  
  selected for such violence. Yes, I could walk the streets without make-up, with  
  more conforming clothing, but I was still an object of abuse. I’ve had it all my  
  life: even if I comply with my attire, they still seem to know somehow. Being  
  an artist, I analysed it and discovered something with absolute clarity: take  
  away all the cosmetic effeminacy and what remains is the somatic effeminacy,  
  the walk. I explored this walk in studio. What makes my walk effeminate?  
  What particular element of it drew the negative attention of a group of men?  
  The mince, the gait, the soft shoulders… I try to correct these apparent   
  mistakes. Can I successfully pass, go unnoticed? Perhaps power lies in   
  invisibility. I fail. Trying to walk like a man is just inauthentic. I am so not  
  cool with it. My research leads me instead to a community of queer walkers.  
  Reigning in the walk is a form of self-imposed violence. By engaging in the  
  exercise, I feel I am echoing the demands of the gang of boys who bashed me  
  and, to a larger extent, of society. Neither let me pass. No, I couldn’t correct  
  my walk. Worse, I became unwilling to correct myself. That is how I   
  discovered my power. 
(Messias, 2016a: 9) 
 I experienced Messias being engaged with his power, which celebrates his effeminate 
walk, when I participated as a spectator in his performance The Sissy’s Progress (2014). The 
show is a mixture of performance, dance-theatre, and walking performance in which Nando 
deals with vulnerability and visibility. It starts inside the theatre space, where we see the Sissy 
singled out in a kind of party, with the men orbiting around and sometimes manipulating the 
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Sissy’s body. I noticed that, as in his first show Sissy! (2009), which I watched on video, 
Messias makes use of a chair to explore precise movements that give attention to his arms and 
legs. The movements, as well as voices that jocularly say: ‘she fell, did you see that she fell’, 
are constantly repeated. After that, Messias breaks the fourth wall and invites the audience to 
go through the very street in which he suffered the attack, right behind the Toynbee Studios in 
London. However this time he is not alone since, together with the audience, a brass band 
accompanies him, making of the walking a collective, flamboyant ultra-visible procession— 
Messias wears a ball gown, high heels and balloons attached to his body (Figure 8).  
 Throughout the procession, the audience who seems to give a sort of protection to the 
Sissy, also becomes a target, to such a point that, in fact, one of the times I experienced the 
work, I got close to being hit by a can of energetic drink that was thrown from a window. 
Thus, as Gold describes in his review of the show, in making this walk together with the Sissy 
‘[w]e are witness[es] to staring, gawking, verbal and even physical abuse. We get a fraction of 
the experience of living in the sissy body’ (2016: 3). The parade ends when the group gets 
back to Toynbee patio. The men from the brass band become now Sissy’s abusers, harassing 
and finally throwing water at Sissy. The tension created from this scene is brought inside the 
theatre space, where we see an exhausted Sissy endure, repeating the choreography on the 
chair. 
 The experience of becoming a target, which I experienced as a spectator of The Sissy’s 
Progress, was many times repeated, since I continued promoting walks together with 
Messias. In doing so, I learnt in my body that Messias’ show magnified a situation that he 
experiences on an everyday basis. 
 During our walks, Messias shared with me how he feels unsafe walking in the city, 
and the strategies he developed in order to avoid places he finds most precarious. By 
accompanying him, I noticed that Messias has charted the city, creating a custom-made map, 
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which aims to circumvent possible episodes of violence towards him. I perceived his constant 
attentive look to the surroundings, which in turn made me more aware as well. Messias’ 
attitude turned my body vigilant, making me position myself more vertically than usual, 
reproducing a pose which marks his body. Therefore, the recreation of Messias’ pose, which I 
learnt from walking with him, was a way to access him in my studio-based practice, and as 
such it forms the first element of his patuá. 
 The second element of Messias’ patuá started to be assembled in a meeting which 
happened at Messias studio-practice when he was developing the solo Where Four Roads 
Meet: Death and the Sissy (2017). In this meeting, he shared with me a more recent episode 
of violence that he suffered while taking the London Underground. Messias narrated that, in 
this episode, while he was sitting down reading a book, a man became verbally aggressive 
towards him, shouting insults and threatening to beat him. In vain, Messias avoided making 
eye contact with the man as a way to escape his rage. The violence was only interrupted when 
a woman intervened, rebuking the aggressor and successfully conducting him off the train.  
 This event permeated the creation of Where Four Roads Meet: Death and the Sissy, 
which is a funeral-performance in which Messias revisits the Sissy’s archive, proposing to 
metaphorically bury the character, as well as literally burn the possessions he accumulated 
(costumes, wigs, objects) during the years performing Sissy (Figure 10). In the solo, which 
was supposed to be the last of the works involving the Sissy’s persona, Messias asks himself 
if he could really abandon the character since he was continuously experiencing episodes of 
violence, such as the one on the train, towards his sissy’s body. Thus, in approaching the 
Sissy’s death, Nando questions the actual possibility of ending Sissy’s existence since the 
effeminate male body is still a target of violence and abuse. 
 As we continued to meet and walk together, I noticed that Messias’ body began to rely 
more on mine, inasmuch his pose became more relaxed. Thus, I felt that, to some extent, my 
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presence was equivalent to that of the woman who protected Messias in the train episode. In 
The Sissy’s Progress, Messias hyperbolically proposes to replicate this idea of care, when he 
mobilises the audience to become temporary partners of his Sissy’s walk. Therefore, I wanted 
to evoke this sense of communion which was important to my relationship with Messias in 
my solo-studio practice. With that in mind, I came across the song You’ll Never Walk Alone 
written by Rodgers and Hammerstein in 1945, performed by Gerry and the Pacemakers, 
which lyrics go as follows: 
  When you walk through a storm 
  Hold your head up high 
  And don't be afraid of the dark 
  At the end of a storm 
  There's a golden sky 
  And the sweet silver song of a lark 
  Walk on through the wind 
  Walk on through the rain 
  Though your dreams be tossed and blown 
  Walk on, walk on 
  With hope in your heart 
  And you'll never walk alone 
  You'll never walk alone 
  Walk on, walk on 
  With hope in your heart 
  And you'll never walk alone 
  You'll never walk alone 
(Rodgers and Hammerstein, 1993) 
 This song formed the second element of Messias’ patuá, since dancing it enabled 
evoking Messias’ presence regarding the feeling of alliance that we developed in our walks. I 
constructed a choreography based on our conversations, particularly about Messias’ 
description of the assault he suffered, so I explored the actions of ‘talking with the hands’, 
‘being suffocated’, ‘being kicked in the stomach’, and ‘hands that signal stop’. The 
movements that compose this choreography were created before the animation of the 
anthropophagic-body in myself, so they suffered a radical change after a second period of my 
investigation, which was marked by the development of anthropophagy in my body. At first, I 
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executed repeatedly the actions of ‘talking with the hands’, ‘being suffocated’, ‘being kicked 
in the stomach’, and ‘hands that signals stop’ walking and making a circular trajectory in 
space while You’ll Never Walk Alone was being played. The choreographed movements were 
performed mainly with my arms, beginning from the centre of the body, and ending as far 
away from it as possible. With the engaging of the anthropophagic-body, the movements of 
this choreography stayed closer to the centre of body, engaging my intestines, which resulted 
in the production of guttural sounds. Also, instead of walking around the space, I stayed in the 
same place. In doing so, I perceived a clear difference from the first choreographic score, as 
in this second one I do not attempt to represent with my body the idea of togetherness I 
establish with Messias, but I try to incorporate it in my body (Barba and Savarese, 2006). 
Thus, although the moments created from You’ll Never Walk Alone are still present in my solo 
BITCH, I perform them as an action of devouring, resulting in a choreography that processes 
in my body what I have captured from Messias. The transformation of this choreography 
exemplifies the change that the anthropophagic-body produced in my work, since it moved 
my work away from what I considered a citational route, to a process of incorporation of 
Messias, which happens enterically.  
 Another item that composes Messias’ patuá is the high-heeled shoes which are an 
essential part of his attire in his everyday life, as well as his performances. The shoes 
accentuate Messias’ poise and effeminacy as he describes: 
  The high heels […] might be seen as exaggerating the features of my   
  effeminate body. When walking in heels, my legs might seem more elongated.  
  My steps, as a consequence of the heels, become by necessity shorter since  
  balancing on top of these becomes rather more laborious. My buttocks and my  
  chest […] also become somewhat outstretched. My hips move from side to  
  side more than they would if I did not have the heels on. 
 (Messias, 2011: 173)  
 The use of high heels in my solo practice served to evoke Messias’ body, providing to 
my figure a stance which was closer to Messias’ one. In Sissy!, the first of Messias’ shows 
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which revolved around the Sissy, he introduces the persona giving focus to his naked, pale, 
long, and thin legs that wear gravity-defying stilettos. For most of the show, Messias/Sissy is 
faceless, considering his face is often covered by a hat, his hair, or a piece of fabric, or even 
hidden in the shade, so Messias/Sissy’s legs, which are artificially more elongated by the use 
of high heels, are his most prominent feature. Drawing from queer scholar Muñoz, Messias 
associates the walk in heels as a gesture that ‘connotes a tradition of queenly identification 
with the sadism of female beauty rituals’ (Muñoz, 2009: 75). For Messias,   
  [t]he association between pain and heels is not only physical but could also be  
  seen as relating to the pain of being denied the possibility of feminine   
  embodiment. The image might represent, in other words, the idea that, as a  
  man, the heels are supposedly out of my reach, or the notion that when   
  wearing them, again as a man, I should expect to be treated with violence for  
  not corresponding to the normative ideals of gender.  
(Messias, 2011: 173) 
 Thus, in the Sissy’s body, the use of heels is a form of gender bending that challenges 
normative gender rules. However, in the woman’s body the use of heels might be read as 
crystallisation of such norms, which might reinforce gender stereotypes. As Messias well 
observes (2011), by walking in heels his legs seem more elongated, the steps become shorter, 
buttocks and chest become outstretched, hips wiggle more. Hence, if for Messias the use of 
heels is a form of gender bending, since it enhances the effeminate traits in his body, my 
walking in heels might function as to exaggerate my already femme figure. My use of heels, 
therefore, seemed to exacerbate traits connected with a hegemonic vision of femininity in 
which the use of high heels is considered a practice that turns the woman’s body more 
feminine and, consequently, more desirable, considering a hetero-visual model of 
womanhood (Halberstam, 2011). In becoming interested in challenging such view, which 
according to feminist theorist Schippers, ‘serve[s] the interests of the gender order and male 
domination’ (2007: 94), I found in my practice with the anthropophagic-body the possibility 
to give another use to the shoes by placing them in my mouth.  
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 Thus, following the anthropophagic study initiated by exploring Lygia Clark’s Baba 
Antropofágica, I investigated an alternation between walking and biting the high-heels. The 
Bitch persona, therefore, wears but also savages the high-heeled shoes, revealing the liminal 
experience which connects human (a woman who is considered a ‘bitch’) and animal (bitch 
as a female dog), that I propose in the solo BITCH, and consequently troubling normative 
notions of femininity. 
 The last element that forms Messias’ patuá is a photograph (Figure 5) which he 
divulged as a promotional image for the workshop Art & the Self: What did Narcissus see? 
that he offered at LADA - Live Art Development Agency in London in 2018. Messias’ picture 
is a derivation of a photo from Salvador Dali by Philippe Halsman (1946) and marks a 
recurrent strategy in Messias’ body of work which is the enlargement of his features. 
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FIGURE 5 - NANDO MESSIAS, AFTER DALI: SALVADOR MESSIAS (CREDIT: HOLLY REVELL) 
 The use of the magnifying glass is recurrent in Messias’ works, functioning as a prop 
that serves to materialise the strategy of enlargement of the Sissy’s body, which is present in 
all of his solos (Figure 7). In doing so, Messias aims to show his ‘amplified and extreme 
queer body’ (Muñoz, 2009: 74). In Sissy!, for example, Messias explains that his use of make-
up ‘might also be scrutinised under the lens of the exaggerated sissy body’ (Messias, 2011: 
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174) in the same way as he uses the high heels. He highlights that in Sissy!, as in the photo I 
brought to my solo studio research, ‘the magnifying glass as a prop provides […] an 
amplified vision of the painted mouth, of the lipstick, of the pink blusher in the act of 
marking the cheeks’ (Messias, 2011: 174). Therefore, Messias’ use of the magnifying glass 
synthesises a central proposition of his Sissy’s series which is the conscious choice of 
magnifying the very traits that make him a sissy, which involves ‘the act of embracing the 
elements that have been traditionally viewed as demeaning’ (Messias, 2011: 180). As Messias 
adds, ‘[i]n welcoming these sissy elements, [his research] has actively appropriated itself of 
the term ‘sissy’ along with the body and the space it supposedly performs, offering thus new 
ways of owning the term’ (Messias, 2011: 180). In enlarging himself, Messias conceived a 
body of work that reinvents the sissy’s body, making it a space of resistance, which through 
his performances becomes ultra-visible and celebratory, as he voices: 
  As a practitioner, I have used performance as a language with which to   
  articulate the wound caused by daily violence and disenfranchisement. As a  
  practitioner-researcher, I have considered the value inherent in a politics of  
  performance. The task of performance, I have suggested, is precisely to rethink 
  the subject in terms of the body (or perhaps according to the terms determined  
  by the body). In engaging with the imperative to rethink the body, I have been  
  able to accept and nurse the wound thereby proposing a version of a sissy body 
  that is simultaneously wounded and glorious. 
(Messias, 2011: 182). 
 Bringing the magnifying glass photo of Messias to my solo studio-based research was 
a way of evoking this strategy, which is core in his works. In doing so, I replicated Messias’ 
augmentation strategy in my practice, which led me firstly to an exaggeration of the 
movements I was investigating, resulting in choreographies which engaged the body as a 
whole, which required extra effort and stamina. This work from the magnifying glass photo 
gave support to the energy I developed when investigating the anthropophagic-body, so while 
constructing the movements which animated my body anthropophagically, I had the photo 
accessible to me as a reminder that I had to enhance the vitality of my body. Thus, Messias’ 
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magnifying proposition generated intensity in my body, which I associated with the idea of 
devouring with the whole body. At one of our meetings, Messias also referred to this strategy 
as ‘turning up the volume rather than erasing it’, so when investigating this in my 
anthropophagic-body, the magnifying strategy engaged the amplification of my voice, 
generating loud guttural sounds, which are performed in the solo BITCH. Additionally, the 
magnifying attitude, together with the use of the high-heeled shoes, and the stance that 
characterises Messias’ body, made way for the creation of the persona of the Bitch which I 
developed in my show. As I increased the height of my shoes to match Messias’ stilettos I 
gained an imposing posture which was intensified by the invocation of the augmentation 
strategy. Thus, if for Messias the strategy led him to embrace his sissy’s traits, seeing myself 
magnified made me embrace the super-femme figure I was fabricating in my body. Thus, the 
enlarging of my already femme features gave rise in my body to a fearless female persona, an 
authoritative figure which has been derogatorily deemed as a ‘bitch’. A ‘bitch’ is, as 
Schippers (2007) suggests, a kind of pariah femininity, that is, a woman who embodies and 
practices features of the so-called hegemonic masculinity. In particular, a woman becomes a 
‘bitch’ when she desires and exercises authority, taking charge and not being compliant 
(Schippers, 2007).  
 Just like Messias does in his solos, I welcomed in myself traits which appear to be 
demeaning, as they challenge hegemonic gender constructions. However, my anthropophagic 
study connected me with an Amerindian shamanism notion (Viveiros de Castro, 2014), which 
considers the body as open to a somatic transformation into any living being. Drawing from 
this, I proposed to approach my Bitch as a woman-animal entity. Given that the development 
of Bitch is a central feature of my solo performance, I will develop it further in the next 
section, explaining how I articulated it into my anthropophagic approach to the solo dance. 
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 Composing Messias’ patuá was only made possible by entering his practice during 
fieldwork research. In considering Messias as my enemy, according to an anthropophagic 
perspective, I allowed myself to capture his energy, which was brought to my studio-based 
research as a patuá, that is, as a collection of objects which had the power to evoke his 
presence. Accordingly, Messias’ patuá was formed by a) his particular pose which is 
characterised by verticality and an attentive gaze; b) the song You’ll Never Walk Alone 
performed by Gerry and the Pacemakers; c) high-heeled shoes; d) a photograph of Messias 
using a magnifying glass. 
 The objects selected to bring Messias into presence in my studio-practice, evoked his 
physical characteristics (via his pose and high-heeled shoes), his composing practice (via the 
magnifying glass photo), as well as the relationship we weaved together (evoked by the You’ll 
Never Walk Alone song). From a devouring operation, I could incorporate Messias in my 
body, creating choreographies which were pervaded by the enteric energy of my 
anthropophagic-body. This allowed me to devise a solo in which I show my body processing 
his body, engendering the immanence between me (devourer) and him (devoured). Thus, 
especially in its second Act, BITCH is a live and real-time manifestation of the act of 
devouring Nando Messias.  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Forming my Bitch 
Shoot the Sissy, the third solo of the Sissy’s series, is Messias’ most personal show, since its 
composition is permeated by his sharing of intimate stories. Thus, as much as the 
choreographies Messias performs in the show are repeated, they gain a new layer of meaning. 
As the performance runs, the audience comes to understand, for instance, that the smile that 
shows no teeth, or the hand that goes down from the belly to the pubis, are related to Messias’ 
poor health condition as a child—the first gesture is associated to his loss of teeth due the use 
of antibiotics; and the second related to Messias’ cryptorchidism (undescended testicles) 
condition as a child. These intimate moments are intercalated with Messias instigating the 
audience to throw different objects at him/Sissy, while he displays himself as target. The show 
starts with him dressed as a queen (Figure 9), to end up naked, and in this course he combines 
clowning humour with painful childhood memories. Thus, he offers a circus-inspired show 
full of disparities, playing with the personal and the political, the individual and the 
collective, the felt and the understood, as Paterson (2016) highlights in her critique of the 
show, and the beauty and the pain, the power and the vulnerable, as Cavallo (2016) identifies 
in another review. While in The Sissy’s Progress we witness momentarily what it is to walk in 
Sissy’s shoes, in Shoot the Sissy we experience Sissy’s intimacy, and so we perceive a body 
constructed from continuous acts of violence. 
 After experiencing Shoot the Sissy as a spectator, I brought the intimate energy that 
Messias performs in his show to my studio practice. Henceforth, I investigated what personal 
memories came into existence in my body while I was performing the anthropophagic-body 
in relation to the devouring of Messias. In doing so, I perceived that the anthropophagic-body 
evoked a peculiar bitch named Tuesday, which my family had when I was a child. I 
particularly engaged with this bitch when investigating the guttural sounds I was producing, 
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together with the all four positions I was experimenting from connecting anus and mouth, and 
with the biting of the high-heels. Thus, my anthropophagic work put me in close proximity to 
this animal, which helped the assembling of the woman-animal persona that is central to my 
solo.  
 My personal memory in relation to Tuesday focuses on the bitch’s physicality, and 
discloses a passage which marked my adolescence, because it challenged a normative 
conception of motherhood, and thereby, femininity. As I share in the solo BITCH:   
Once my family had a bitch named Tuesday. And she was named Tuesday after the day of the 
week she actually showed up at our front yard. People would ask us: What is this bitch's 
story? To which we would reply: Well, she came over on a Tuesday and the bitch never left 
since. Or: Tuesday showed up, and we let her stay. So, Tuesday stuck. Tuesday was a very 
particular bitch. She used to randomly blink with only one of her eyes. She had scoliosis, as I 
also do. Hers, perhaps more prominent than mine, gave Tuesday an odd curve. But if you 
have this condition, as we both do, you’d probably know that most of the times scoliosis 
happens three dimensionally. This made Tuesday’s head lower than the usual. Apart from 
that, Tuesday had a piping bark. So, she would go like this (I bark). Eventually, Tuesday got 
pregnant. We never learnt how, when and from what dog. But the bitch had her ways. Tuesday 
delivered five or six puppies in my parents’ garage, on a hot summer night. All the way from 
my bedroom I could hear their cry. Suddenly, the crying stopped. I went down the stairs to 
check what had happened to find that Tuesday had killed all of her puppies. In fact, the bitch 
had eaten all of them bastards. I looked at her and she stared back at me with her mouth full 
of fresh blood and we stayed there for a while, sharing with each other that moment of 
savagery. Oddly enough, as a fifteen-year-old woman, and even as the years have gone by, I 
still admire Tuesday’s extreme Medea-like performance.     
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 By constructing and performing this narrative in my studio practice, based on my 
personal memory of Tuesday, I began to formulate my angle of the Bitch as a woman-animal 
persona. In replicating Medea’s murdering, Tuesday defies notions of motherhood related to 
children care and nurturing, which are still central features of femininity (Schippers, 2007). 
Thus, I associated the killing performed by the bitch as an utter refusal to femininity norms, 
and by investigating Tuesday’s act in my dancing practice, I felt as if experiencing in my 
body her noncompliant attitude. This was interesting for my practice since I looked at my 
symbiosis with Tuesday as a result of my process of devouring Messias. Accordingly, I 
understand that this particular memory of Tuesday was only evoked in my practice because it 
resonated Messias’ approach to his queer body, in which he questions hegemonic gender 
norms by unapologetically celebrating his effeminacy. Hence, the approach I developed from 
the bitch Tuesday results from my anthropophagic study in relation to Messias’ approach to 
Sissy.  
 Furthering the investigation in relation to Tuesday brought to mind the repartee 
between the Tupi warrior Cunhambebe and German explorer Hans Staden, which was 
accessible to me through my study on anthropophagy and Amerindian cosmology. In this 
particular text, Cunhambebe straddles between human and animal forms, stating ‘I am a 
jaguar’ while biting a human leg. According to Viveiros de Castro (2004), this exemplifies an 
Amerindian notion which he defines as multi-naturalism, that is, a state of non-differentiation 
between humans and animals. As he further explains:  
  Myths are filled with beings whose form, name, and behavior inextricably  mix 
  human and animal attributes in a common context of intercommunicability,  
  identical to that which defines the present-day intrahuman world. Amerindian  
  myths speak of a state of being where self and other interpenetrate, submerged  
  in the same immanent, presubjective and preobjective milieu, the end of which 
  is precisely what the mythology sets out to tell.  
(Viveiros de Castro, 2004: 465) 
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 The human-animal becoming is related to a form of Amerindian shamanism which 
Viveiros de Castro construes as  
  the capacity evinced by some individuals to cross ontological boundaries   
  deliberately and adopt the perspective of nonhuman subjectivities in order to  
  administer the relations between humans and nonhumans. 
(Viveiros de Castro, 2004: 468)  
 Viveiros de Castro (Viveiros de Castro and Sztutman, 2007) highlights that the 
Indigenous shamanism is organised by a corporal metamorphosis, which is characterised by a 
somatic transformation; that is, the possibility of a specific body to interchange into any 
being. Cunhambebe, for instance, becomes a jaguar by eating the human flesh because he 
behaves as the feline does, consequently he turns into one, and, therefore, acquires the 
perspective of the enemy. This form of shamanism which manifests itself by a crossing 
between human-animal reverberated in my solo through the fabrication of the Bitch. From 
exploring the enlargement of my female figure, accentuated by the use of high-heeled shoes 
and by reproducing Messias’ pose, I explored the experience of celebrating ‘bitchy’ traits in 
me. Alongside this, I investigated performing my childhood bitch Tuesday. In my dancing 
practice, these two experiences generated in my body a liminal experience which parallels 
with the Amerindian shamanism as defined by Viveiros de Castro. Accordingly, I perform an 
interpenetration of both being a woman (woman who is considered a ‘bitch’) and being an 
animal (a bitch). Thus, the Bitch I devised in my solo results both from the incorporation of 
Messias’ approach, which aims at the enlargement of one’s features, as well as the shamanic 
experience evinced by evoking Tuesday, my childhood bitch. Furthermore, I consider that the 
animation of the anthropophagic-body, which engaged movements of devouring with the 
whole body, helped bringing into existence this woman-animal figure, since its movements 
incited positions, like the all-fours, and guttural body-sounds, that many times suggested the 
figuration of a wild animal in my dancing, an animalisation of my body. In the solo BITCH, I 
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explore these movements and visually explore the Bitch woman-animal liminality by wearing 
a fake-fur cape and high heels. 
 Another source that helped me to devise Bitch was offered by Brazilian writer Clarice 
Lispector in her book Near to the Wild Heart (1990). I am alluding to a specific passage in 
which the character Joana is described as in communion with her bitch, as follows:  
  Joana ran her hand over the bitch’s swollen belly, stroking it with slender   
  fingers. She paused, quickly paying attention.  
  — She is pregnant—she said. 
  And there was something in her expression, in those hands fondling the bitch’s 
  body that linked her directly to reality, laying it bare; as if both of them formed 
  one continuous mass. The woman and the bitch were there, alive and naked,  
  with something ferocious in their communion. 
(Lispector, 1990: 83) 
 The communion between Joana and animals is recurrent in Lispector’s book, featuring 
a lead character who reflects and administers her noncompliant femininity by associating 
herself with animals (a viper, a bitch, a horse, a young colt). As a free-spirited woman in an 
unhappy marriage, Joana perceives herself as a beast like in the passage: ‘She could feel 
within herself the presence of a perfect animal, full of inconsistencies, of egoism and 
vitality’ (Lispector, 1990: 16).  In another part of the romance, when she is called a viper by 
her aunt, Joana embraces in herself the freedom and the anger of the animal. Thus, in ignoring 
any negative connotation associated with the word (Moreira, 2011), Joana performs a strategy 
similar to what I develop in BITCH, which draws from Messias’ queer approach in which 
there is a re-signification of derogatory words. In portraying a woman who embodies her 
liminal woman-animal being, Lispector challenges femininity norms, questioning aspects 
related to marriage, freedom, anger, and pleasure. 
 Lispector’s way to demonstrate Joana’s liminality was an aspirational concept which I 
continued to investigate in my practice. From exploring Joana from the words of Lispector, 
the ferocity performed by my anthropophagic-body gained Joana’s reflectiveness, resulting in 
!119
contemplation moments in my solo composition—animal and woman looking at each other. 
Accordingly, in BITCH I constructed choreographies which engage Joana’s reflective mood, 
proposing moments of silence and pause that focus on the idea of companionship between 
woman and bitch. 
 The Bitch as I devised it in my solo practice is not about showing anger or imposing 
authority, but it is formed by an inter-penetration between animal and woman. Therefore, the 
Bitch evokes and celebrates the woman-animal liminality. As the Amerindian shaman, with 
Bitch I aimed to straddle between ontological perspectives, forming a liminal self which 
connects animal and woman. This served to negotiate and challenge in my female body, as 
happens in Lispector’s Near to the Wild Heart, hegemonic notions of femininity, proposing to 





Both wearing high-heels, dressed in black trousers and shirt. 
A long thin thread is linking us, one end is tied to my underwear close to my vagina and the 
other is tied close to your anus. This makes me face your back, and makes you face forward. 
It is clear that you will guide our walk today, devourer becomes devoured. 
We arrive at the spot we decided to begin walking together; at the top end of the street where 
you were attacked by 8 men 13 years ago.  
It was here—you tell me—the assault happened here. I have a photo of Sissy’s Progress that 
was shot here at this same spot, do you know each one I am talking about? I nod my head in 
agreement.  
Perhaps we should start by positioning ourselves in the exact same way, re-enacting the 
photo that reenacts the assault—I ask. 
You agree. 
I place myself where you were when the attack happened. You, in turn, take the spot where the 
attackers originally were, although now you give your back to the scene. 
Giving your back to such a symbolical place for you, reminds me of your recent solo Where 4 
Roads Meet: Death and the Sissy, the one you created as an eulogy to the Sissy persona, 
attempting to perform an ending to the artistic trajectory you created, and in which you 
responded to the violence you suffered. Giving your back to the scene and letting me take 
your place instead, is another way to re-signify, the brutality you have suffered.  
By being there, in your place, standing together with you, connected by a thread, I feel my self 
blurring with yours. Another body is forming for me, one that, from a long thin tongue 
coming out of my vagina, is devouring you. Once again I feel this experience happening in my 
body; again and again ‘I’ is devoured.  
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Not mouth to mouth. The devouring performed here is queer. It works by inversion, so it is not 
placed in the mouth, the primary site of speech. I eat you from my vagina. It is from there that 
I want to approach you.  
We stayed still for some minutes, waiting, aligning, focusing. 
I felt from the vibration of the thread that you made a subtle move on your hips, which 
immediately engages me. 
We begin walking. Sissy and Bitch together. 
FIGURE  6 - PERFORMANCE RED THREAD. PHOTO BY EDUARDO SKINNER. 
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The performance Red Thread, which Messias and I conceived together, happened on the 17th 
of July 2018, so it marks the last day of my fieldwork research with him, concluding the 
process on which we embarked on, in this research process. In this performance, we walked 
together, connected by a single red thread (linking my vagina to his anus), down the same 
street where Messias suffered the assault that led to the creation of the Sissy series. We both 
wore black, emulating Messias’ everyday outfit. We added to our costumes the high-heeled 
shoes, which became an important component in my process of the devouring of him, as I 
explained in the beginning of chapter 6. Additionally, we wore shoulder ornaments that aim to 
evoke the personas (Sissy and Bitch) which we constructed in our works, so Messias wore a 
ruffled shoulder ornament that highlights his gender-bending attitude, and I wore a fake-fur 
bolero, evoking the apparel I use in my solo BITCH. The performance was designed as a way 
to end the collaborative process that we have experienced together, through a performative 
and celebratory walking. In reflecting back the journey of this project, I see the performance 
Red Thread as a reiteration which synthesises my process towards an anthropophagic-body. 
Thus, I find that this performance actualises the journey that the red thread made in my 
research, which in turn helped to shape the anthropophagic-body and, therefore, the solo-
cannibal practice.  
As I explained earlier in this chapter, the red thread journey started in a previous 
project from 2007, Instruções para Abrir o Corpo em Caso de Emergência (Figure 11), in 
which the red thread connected me with another artist, Michel Capeletti, by the neck. In this 
present anthropophagic study, I explored placing the red threads in my mouth, finding a new 
place for investigation, which alluded to Lygia Clark’s work, Baba Antropofágica. Following 
the process of devouring Messias, my work moved on to the embracing of Mombaça’s queer 
proposition to anthropophagy, which proposes the anus as a potential place of anthropophagic 
devouring. Accordingly, the red threads went down in the body, finding the anus as an 
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alternative placement of exploration. This investigation made me aware of my digestive track 
which, consequently, made me explore connections with other holes of the body, including 
the engagement with my umbilicus and vagina. The connections I created by exploring 
Mombaça’s idea of a ‘devouring with the whole body’ were made visible by the way I placed 
the red threads in my body. This exploration, which has taken place in conjunction with the 
process of devouring Messias, has given me the possibility to design the Bitch persona, the 
super-femme figure I fabricated in my body and which comes to life in the solo BITCH. 
Therefore, the solo-cannibal practice benefited overall from the red threads as a material 
which indicated what was being constituted in the body, that is, an animation of the holes of 
the body and of the digestive tract, a dance practice which produces an state of being 
‘devouring-ready’ which I have defined as the anthropophagic-body.  
As I have shown, the notion of anthropophagy which aims to engage the whole body 
through the exploration of all its holes was only made possible from the incarnation of 
Mombaça’s de-colonial perspective to queer and anthropophagy, which envisions the 
anthropophagic metaphor as one in which the devouring does not follow a hierarchization of 
the body, proposing to displace the centrality of the mouth. Thus, drawing from Mombaça, 
my proposal of a solo-cannibal practice includes the exploration of the body as a whole, 
including the places which are considered banned by hegemonic gender constructions. 
Furthermore, the process of working in collaboration with Messias has open my solo-practice 
to the queer approach he develops in his works. Thus, in order to explore the word ‘bitch’, I 
took over the strategy of re-signifying a derogatory term employed by Messias, allowing my 
body to straddle between woman and animal. By proposing to utilise the devouring as a 
strategy of collaboration, I explored a displacement of my notion of self. Therefore, the 
devouring as a collaborative process proposes a form of appropriation which forms and de-
forms the self, so, as a Tupi-cannibal, I felt imbued and altered by Messias. Thus, I was able 
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to experience the collaborative work as a transformative practice, which in the case of this 
project, involved the exploration of my body from a queer-anthropophagic perspective which 
was made possible because of my exposure to Messias.  
Throughout this project, I sustained the commitment to explore anthropophagy in the 
body, developing a solo dance method from my practitioner’s lens. By creating the solo 
BITCH, my research has been able to propose an incarnated notion of anthropophagy, which 
vouches the performance as means for the construction of knowledge; this is further evinced 
by the realisation of the performance Red Thread.  
My bastardising proposition, in which there is an active desire to mix self with other, 
aimed to perturb stable notions of identity, producing a solo practice which is informed by a 
Global South perspective, anthropophagy, and draws on the self-construction process 
developed by Brazilian Indigenous Peoples. The dominant notion of gender and 
heteronormativity imposed by the colonial power includes the strategy of demeaning humans, 
especially women, by animalising them (Lugones, 2010); the association of women with the 
term bitch is one example of this. Additionally, the colonial project benefits from the 
production of constrained bodies, which includes the establishment of banned sites in the 
body—the anus as an interdict space of the body, as explained by Mombaça (2016). By the 
same token, Lugones (2007) suggests that colonialism fabricated immured dichotomic 
identities (man-woman, civilised-uncivilised, animal-human); this is what means to colonise 
the body.  
In my project, I aimed to resist and respond to such impositions by: a) embodying a 
contaminated self which is formed from a devouring relationship with another self; b) 
experiencing a queer exploration of the body by accessing its banned holes; and c) inciting 
the transit between becoming human and animal, in this case, a becoming woman and bitch, 
aiming to give new meaning to the process of dehumanisation imposed by coloniality over 
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colonised bodies (Lugones, 2010). Therefore, my research marks its significance by rendering 
the solo-cannibal practice as a method, which aim to produce a collaborative solo dance that 
sees itself as a de-colonial political resistance approach. I describe the solo-cannibal practice 
in detail in the next chapter. 
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7. BITCH - The Solo-Cannibal Practice 
In this chapter, I offer a description of my solo-cannibal practice as I developed it throughout 
this project when composing the solo BITCH. The solo-cannibal practice comprises a training 
that aimed to activate my body anthropophagically, at the same time being a practice that 
leads to the composition of the solo BITCH. Accordingly, the two instances––my solo studio-
practice and the solo BITCH––mirror each other. I arranged the movement exploration that 
composes the practice in the same order they appear in Act I of the solo BITCH. However, 
some movements traverse the whole show, as the idea of ‘seeing outwards’, for instance, 
while others overlap, like when I explore the ‘Bitch breathing’ together with the ‘anus-vagina 
connection’. In Act II of the solo, I explore the same movements again following this logic, 
but adding a new layer which is the devouring of Messias. Thus, in Act II, I construct scenes 
in which I explore the energy, the images, and the ideas that I devoured from him, and which 
are altered in my anthropophagic-body.  
  
The practice works as follows: 
 Before exploring the movements that encompass the anthropophagic-body method, I 
usually start by dancing Aquele do Reloginho, as a way to promote a state of awareness in my 
body in relation to the space and sounds. Otherwise, I warm up by moving around the space, 
making sure that my knees and elbows are open, so they are free to react to the dance. I 
engage with my breathing, always playing with the idea of ‘seeing outwards’. 
 I bring with me to the studio space Messias’ patuá, displaying it on the floor, as well 
as other elements that are part of my repertory, the red threads especially. I access them 
whenever needed. When rehearsing, I usually do two rounds of movement exploration, and at 
the end I take notes. 
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Hands-mouth connection: This is the first choreography developed in this research. 
Therefore, it opens the solo BITCH as well. The hands-mouth connection involves the 
exercise of establishing this pattern in my body, creating dances in which I engender a state of 
openness that starts in the mouth. The hands indicate the link produced and help to expand the 
moving (Figure 13). 
Seeing outwards: This movement engages a look that is directed outwards, exploring the eyes 
as orifice of the body, rather than tools for seeing. The idea is to make the eyes active, overly 
present, and intrusive. This activation can vary by widening the eyes until goggling, or by 
focusing on one point, and then producing a stare. The idea of ‘seeing outwards’ is not 
activated alone as it should dialogue with the whole body; therefore, many times widening 
the eyes will result in a widening of the mouth as well (Figure 12). 
Vomiting: This movement involves opening the mouth which evolves to a pressing down of 
the sphincter. The movement starts with an opening and closing of the mouth, which 
widening can vary. The movement affects the position of the neck so that the mandibular goes 
forward and up, creating a curve with the head. The second part of the movement involves 
pushing the sphincter down. Generally, an engagement of the bowels happens when doing so. 
The curve of palate is intensified and the head moves up and forward. The perineum informs 
the palate, which in turn frees the tongue. The pressing down of the sphincter results in an 
open anus. The whole movement is engaged by the idea of creating a channel connecting 
mouth and anus. The movement can both start from the opening of the mouth and the opening 
of the anus. 
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Anus-vagina connection: The movement that produces a connection between anus and vagina 
results in a subtle hip joint move. Going forward and backwards, the hips generate a 
movement that evokes a seesaw motion. This can evolve by allowing the sternum bone, 
leading the ribcage, to create a dance of oppositions in the body. 
Umbilicus dance: This movement is a series of variations which link anus and umbilicus, 
mouth and umbilicus, and vagina and umbilicus. The curves produced in this dance are 
smaller in size, fabricating a core space that pushes itself against the back. I call these 
embryonic curves (Figure 15).  
All the holes - the whole body: This movement starts from exploring the hands-mouth 
connection. Next, the idea is to make an inversion, shifting from the exploration of places 
commonly associated with speech (mouth as the privilege space of talking, and hands as 
usual substitute - ‘talking with hands’), to movements that start from the other end of the 
digestive tract; thus, exploring moving from the anus, and then making further connection 
between anus-mouth, anus-vagina, and anus-umbilicus. The idea is to keep exploring the 
curves the body produces when inciting going through all the holes. The exploration ends by 
moving the body from the vagina.  
The whole body projected outwards: This movement starts by letting a loud laughter take 
over the whole body. Then, the laughter changes becoming screams and grunts. The sight is 
directed outwards. The movement makes the body produce a curve from the top of the head 
to the toes, projecting the whole body outwards, i.e. as the core expands forward, the head 
goes backwards and chest goes up, when the chin goes down the whole body makes an 
inward curve, producing a wavy movement. Breathing is intense and powerful. The intensity 
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of this choreography can vary by adding pauses and making staccatos. The movement 
activates an intense vertical relation between mouth and guts, which leads the limbs to 
respond.  
Bitch breathing: This involves engaging in a rapid and short breathing, which visibly moves 
the top of the stomach. This movement reproduces the way in which bitches breathe when 
tired. It animates the body as a whole, but specially tongue and eyes, and generates sounds. 
Continuity of movement results in the production of a loud laugh. This choreography creates 
the transition between Act I and Act II of the solo BITCH and also ends the show.  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Epilogue 
This epilogue is to be looked at as a workshop proposition, so I describe the solo-cannibal 
practice as a program to be experienced by other solo artists. In doing so, I wish to 
demonstrate that the solo-cannibal practice is potentially transferable, and not necessarily 
attached to the composition of my solo BITCH. Therefore, this last formulation aims to 
answer a central demand of my project, which was to render the solo-cannibal practice as a 
practical contribution to the field of performance, especially by offering this method as a way 
of shedding light on solo dance, which exists in relation to collaboration. 
For a solo-cannibal practice 
Part One: How to create an anthropophagic-body for yourself  
Open your mouth. Open it wider. Slowly start closing it, leaving only a slit. Start opening it 
wide again. Notice what happens with the back of the head. Perceive the backwards curve 
that the head makes.  
Now, push your sphincter down. Acknowledge the engagement of the bowels. Push again, 
and notice how the palate arches up and how the head moves subtly up and forward.  
Now, while pushing your sphincter down, open your mouth wide, connecting both ends, anus 
and mouth. See how the anus-to-mouth move generates an expelling evolution that coincides 
with the action of the body when vomiting. Now let the whole body respond to this. Repeat 
the movement of pushing down the sphincter with the mouth wide open, making sure that 
knees and elbows are open, so they are free to react. Next, exaggerate the reaction, making it 
explicit. Show it with your whole body. Experience the openness of it. Engage in breathing. 
Let the movement produce sounds.  
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Explore the connection with anus and mouth, making movements that start from an open 
mouth and then invert this proposition, starting from an open anus by pushing down the 
sphincter. Open and close the anus, see how the mouth can respond to it. Now explore the 
dialogue between mouth and anus, inviting the other holes of the body. First, pay attention to 
the connection between anus-vagina, and then mouth-vagina. See how the dialogue between 
anus and vagina engages the levator ani, making the hip joint move. When connecting mouth-
vagina, leave lips parted and observe how linking both extremities generates a sensuous 
relation with the whole, similarly to the oral-visceral Rasic performance (Schechner, 2001). 
Next, engage the umbilicus in this exploration. Interchange between anus-umbilicus, mouth-
umbilicus, vagina-umbilicus. Embryonic curves will emerge. Keep exploring the curves your 
body produces when inciting all the proposed patterns: anus-mouth, anus-vagina, mouth-
vagina, anus-umbilicus, mouth-umbilicus, vagina-umbilicus. Engage the eyes in this 
exploration, using them as orifice rather than tools to see. With eyes as holes, experience the 
air touching the cornea. Perforate the space with your sight, seeing exaggeratedly. Did your 
eyes widen? 
Dance the curves with your whole body, encouraging all the holes in the body to be open, and 
allowing sounds to be produced. Scream from the guts, showing that you are here––
inhabiting the body. You are viscerally animated, becoming able to devour, your body is 
anthropophagically excited. You are now a cannibal, enjoy your ontological or onçological 
(jaguar-logical) turn. 
Part Two: Devouring 
Now, to start devouring, choose someone you desire, another solo artist you admire. Then, 
practice the first anthropophagic precept established by Oswald de Andrade: be interested 
only in what is not yours. Thus, let yourself immerse into the other’s interests. One way of 
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doing it is to be close and share time together, manufacturing ways of capturing the other, 
each partnership will point out its own method. This will take time and dedication.  
Next, make a collection of objects, images, words, and concepts, which might have the ability 
of evoking the power and energy of the artist you are working with, that is, a patuá, according 
to the Brazilian Candomblé religious tradition. Bring the patuá to the studio. 
Engage your anthropophagic-body, repeating the first part of this process. Keep this dance 
alive in yourself, modulate it in terms of the use of the space, if needed. Play with the idea of 
appropriation, i.e. use your body to create a space of absorption of the other, within the 
curves, and inside the holes your dance is fabricating and arousing. Create an embracing 
gigantic mouth as Augusto de Campos proposes in the poem Outro, so, with your whole body, 
produce curves which depart from the relation between anus and mouth, but be sure you are 
embracing the space as well. Open all the holes of your body by animating them. Note that 
the devouring does not start and is not located only in the mouth; the devouring of the 
anthropophagic-body happens with the whole body (Mombaça, 2016).  
The presence of the other is brought into existence by the patuá you have previously made. 
Other than that, just focus on the other, while your anthropophagic-body is active. This dance, 
that encourages the Enteric Nervous System, will lead, so let the gut’s brain (Gershon, 1999) 
do the job. Devouring will stimulate taste, and saliva will be produced. Taste the sounds and 
words produced in this process. Let your eyes as holes guide you through space. Explore the 
patuá by manipulating the objects, evoking a precise image, experiencing a specific concept. 
Contemplate how your anthropophagic-body transforms them. Point of no return, you are 
bastardising the other. Notice the animalisation of your body, while engaged in this ritual. 
Monitor your devouring performance. Take notes.  





FIGURE 8 - NANDO MESSIAS IN SISSY’S 
PROGRESS. SHOW’S PROMOTIONAL 
MATERIAL. PERSONAL ARCHIVE.
FIGURE 7 - NANDO MESSIAS IN SISSY! WITH A 
MAGNIFYING GLASS. SHOW’S PROMOTIONAL 
MATERIAL. PERSONAL ARCHIVE.
FIGURE 9 - NANDO MESSIAS IN SHOOT THE 
SISSY. SHOW’S PROMOTIONAL MATERIAL. 
PERSONAL ARCHIVE.
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FIGURE 10 - NANDO MESSIAS IN WHERE FOUR ROADS MEET: DEATH AND 
THE SISSY. PHOTO BY MANUEL VASON. 
FIGURE 11 - IMAGE FROM THE SHOW INSTRUÇÕES PARA ABRIR O CORPO EM 
CASO DE EMERGÊNCIA (2007). PHOTO BY LU MENA BARRETO.
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FIGURE 12 - EXPLORING ‘SEEING OUTWARDS’. PHOTO BY MARCELLA TOTH.
FIGURE 13 - TWO MOMENTS TWO MOMENTS OF EXPLORING HANDS-MOUTH 
CONNECTION. PHOTO BY MARCELLA TOTH.
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FIGURE 15 - EXPLORING THE UMBILICUS DANCE. PHOTO BY MARCELLA TOTH.
FIGURE 14 - EXPLORING OF THE RED THREAD WITH THE MOUTH. 
PHOTO BY MARCELLA TOTH.
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FIGURE 16 - EXPLORING THE ANUS- MOUTH CONNECTION. SCREENSHOT. 
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Appendix - Participant Consent Form 
!  
ARTIST-PARTICIPANT CONSENT FORM (SAMPLE) 
Title of Research Project: Bitch - The Solo-Cannibal Practice: An anthropophagic 
study in solo dance making 
Brief Description of Research Project, and What Participation Involves:  
The research develops a dance practice devised by the examine and embodiment of 
the practices of six different South Brazilian solo-devisors - Luciana Paludo, Tatiana 
da Rosa, Carina Sehn, Nando Messias, Michel Capeletti, and Daggi Dornelles. 
The research will be conducted in Porto Alegre (Brazil) and London (UK).  
Participation will involve: One to one practice: studio-based research between 
investigator and each artist (at least two full days). Audio-recorded interviews (one to 
one and as a group – approx. 1 hour each). Finally, a group jam session (approx. 
one hour). Visual data will be collected via photo and video. 
Investigator Contact Details: 
Alexandra Gonçalves Dias 
Department: Dance – Departamento de Dança 
Erasmus House, Roehampton Ln 
London SW15 5PU  
Email: diasa@roehampton.ac.uk 
Telephone: +44 (0) 7572321343 
Consent Statement: 
I agree to take part in this research, and am aware that I am free to withdraw at any 
point without giving a reason, and will communicate the investigator by sending her 
an email message. Although if I do so I understand that my data might still be used in 
a collated form. I understand that the information I provide will be used by the 
investigator in her practice and writings, and I agree to appear in, and to be 
associated to the research findings, as well as being credit by name. I understand 
that data will be collected and processed in accordance with the Data Protection Act 
1998 and with the University’s Data Protection Policy. 
Name – …………………………………. 
Signature – ……………………………… 
Date – …………………………………… 
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Please, retain a copy of this form in your archives for your information. 
Please note: if you have a concern about any aspect of your participation or any 
other queries please raise this with the investigator (or if the researcher is a student 
you can also contact the Director of Studies.) However, if you would like to contact 
an independent party please contact the Head of Department.  
Director of Studies Contact Details:  Head of Department Contact Details: 
Name: Emilyn Claid    Name: Ann David 
University Address:     University Address: 
Erasmus House, Roehampton Ln   Erasmus House, Roehampton Ln  
London SW15 5PU    London SW15 5PU  
Email: emilyn.claid@roehampton.ac.uk Email: a.david@roehampton.ac.uk 
Telephone: +44 (0)20 8392 3000  Telephone: +44 (0)20 8392 3658 
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